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AUTHOR'S PREFACE 

TO THE SECOND EBITIOS. 

The plan of these Lectnres as also the grouping of th« 
material are, notwithstanding oonBiderable ealargement of the 
several sections, the same here as in the first edition and in the 
lectaree, forming the' basis of the book, delivered by me in 1877 
and 1878 at Berlin. The chief aim that I then had in view was 
to awaken in larger circles an interest for mnsic-history, and that 
by the examination not only of certain epochs lying closer to onr 
intelligence bnt of its entire conree of development For proxi- 
mately attaining this end in a limited time I had to content my- 
self, as regards the representative characters of those epochs, 
with emphasizing in a general way their art- historical ^gnifioanoe 
and referring to the excellent biographers that each of them has 
found in modem times: Bach in Fmupp Spitta, Handel in 
Fbikdrich Ceebtsandeb, Glcce in Adolph Bernhard Marx, 
Hatdn in Carl Ferdinand Fohl, Mozart in Otto Jahn, 
Beethoven in Alexander W. Thateb. With reference to more 
remote epochs I recommend to the reader, provided I have at 
all sncceeded in instigating him through my scanty recital to a 
more exhaustive study, the valuable works of a Fokkbl, an Ah- 
BBOS and a F^is ; moreover, with special reference to the mnde 
of antiquity, the no less meritorious works of Fbiedbich Bellbr- 
uann, Westfhal, Gevazst, Weitzmann; to that of the Middle 
Age, of Heinrich Belleruakn, and of modem times, of Frans 
BsENDEL But if any should deem the leap too great from my 
small monograph to those authors, treating their subject as they 
do with extreme profnseness, to such the 'Manual of mueic-histoiy* 
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(Handbnch d«r Mndkgeschichte) by A. von Dommbb (2* edition, 
1878], also his "Elements of Mneic" (Elemente der Unsik] and 
revision of Koce'a "Musical Lexicon" (Mnsikalisches Lexicon) will 
afford a tmstworthy basis for their study. 

As to the Bcrnples felt by some critics on acconnt of my 
dragging the present time into the sphere of historical considera- 
tion — scmples that are at bottom well-founded, as I by no 
means deny — I judged that I might also in this edition dis- 
regard them , becanse the efforts of our prominent musical con- 
temporaries almost entirely start out from historical premises, and 
we in profoundly oecnpying onrBeives with them involnntarily 
direct our attention to the past. That Richard Wagner esped- 
ally has, as writer and also as poet and musician, extensively 
eoDtributed to enlivening the interest for tlie history of music,- 
«ven the opponents of his art-tendency must concede, and I felt 
that even out of consideration for my knowledge I ought on this 
occasion not to overlook his labors as artist and esthetician. I do 
not by any means hold that the historian jeopardizes the objeo- 
tivity necessary to him by retaining close contact with the devel- 
opment of his own time also; nay, 1 maintain even that he is 
bound never to lose sight of the relations between the "hereto- 
fore" and the "now", forasmuch as a great nnmber of historical 
facts are comprehensible only in the light of the present "It is 
the privilege of the living" — says Gustav PaETTAQ in his 
"Tictures of German antiquity" (Bilder aua der deutschen Ver- 
gangenheit] — "to interpret all the past according to the needs 
and claims of their own time. For the Monstrous and Inscrat- 
able of historical life will be supportable to us only when we 
recognize in it a passing away corresponding to our reason and 
onr heart's desire, in heaped ap min an infinite sonrce of new 
life, out of the Perishing the Becoming. Therefore a nation that 
r^oices in its Present loves also to recall its Past, because it 
recognizes in it the broadcast seed of its blooming fields." 

Berlin, May, 1879. 

W. LANGHANS. 
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TRANSUTOR'S PREFACE. 



In editing the present Trork I hare taken the liberty of oe- 
easionally omitttng portions of it, in the interest of English- 
speaking readers aud for giving the hook a more generally pop- 
ular character. These few omissions concern ehiefly material of 
interest to Germans, as such, exclnsirely, also one or two ex- 
planations of B strictly seientifio character, for which I have re- 
ferred, instead, to easily accessible works in the English langaage. 
At the same time , not only has every single point of general 
interest been scmpnlonsly retained, but considerable additioni 
from approved sonrees have been made, with a view to greater 
eopioBsness or clearness where cither seemed to me deurable. 

New York September, 1885. 

J. H. CORNELL 
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I. 

ANTIQUITY. 

lo appreciate rightly and enjoy fulty the works of the htmuM 
mind, we must not only thoroughly study these works themselves, 
but also be acquainted with the conditions under which they could 
and had to attain to maturity. (j£ then it may be maintained that 
we cannot be successfully occupied with the arts and sciences 
unless we study at the same time the historical coarse of their de- 
velopment, this is especially true in regard of Music This is > 
justly called the moat subjective among the arts, for, in view the 
incorporeity of its material, the quickly passing tone, and in the 
absence of a prototype and corrective such as the other arts pos- 
sess in the visible world snrronnding ns, it seems impossible to 
estimate the value of a musical art-work according to fixed rules, 
and in fact, diversity of opinion within this sphere is not infre- 
quently so wide, that what at one time and in one place is con- 
sidered beautiful, other times and other men reject as ugly. To^ 
acquire therefore a soKd foundation for musical judgment thei 
study of history is the only sure way, such a study, that is, as 
does not content itself with simply taking cognizance of histori- 
cal fects, but seeks to recognize these in their inter-connexion 
as effects of general principles. Thus considered, even the seem- 
ingly barren epochs of music-history will acquire significance, 
the efforts of former generations will awaken sympatiiy, even 
when they were not crowned with immediate success, and to both 
the past and the onward-pressing present, though their aims may 
not yet be clear to as,, we shall bring a better understanding 
than would be the case without that assistance. 

In occupying ourselves with music-history we must, however, 
if it is to be really profitable to us, not confine ourselves to cer- 
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tain epoclis corresponding to the sensationaTy metliod*] pecLliar 
to the present time. In the development of music there are no 
leaps ; indeed, it can be said that here the connexion of the ra- 
rions epochs of histoiy is more intimate than in the other de- 
partments of mental culture. Not even the deep gap hetween 
the ancient and the modem world availed to abolish this coO" 
neiion, for the music-forms of the Greeks passed orer almost 
unchanged into the post-christian music, and formed, as will be 
shown more at length farther on, the basis of the Roman church- 
song, upon which, again, at a later period the mighty edifice of 
modem music could lift itself up. 

But even in still more remote times, among the oldest civ- 
ilized nations of the ancient world, manifold points present 
themselves in which their view of miisic joins hands with that 
of the more modem nations — reason enough why we should 
not pass over those earliest culture-epochs in perfect silence, as 
sometimes is done in musico-hlBtorical works of smaller compass. 
Through all antiquity runs the belief in the divine origin of music 
and in its capacity to work miracles. Among the East-IndianB 
Brahma himself is held to be the creator of music, and hia son 
Nared the inventor of the national musical instrument, the guitar- 
like Vina, just as among the Greeks the origin of the lyre wbm 
traced to Hermes, and among the Egyptians to the god Thaut. 
If, according to the Greek legend, an Orpheus and an Amphion 
by means of song tamed wild beasts and built cities, if the 
trumpets of the Israelites bad power to overthrow tJie walls of 
Jericho, in the same way, certain melodies of the East-Indianfi 
caused him who sang them to be consumed by fire, others had 
the power of eclipsing the sun, others, again, produced rain, of 
which latter kind one, on the occasion of a drought in the ric«- 
fields of Beng^, delivered the people from a famine. 

ITie music-systems established by the East-Indian scholara 
exhibit also ^p^eement in many points with those of the other 
cultured peopled of antiquity. To none of them, the eminently 
gifted Greeks not excepted, was it granted to discover that which 
to the modem ear sounds so natural — the division of the Octave 

*) German, Em pfiudungsweise, meaning tbs manner of receiving — 
way one is affected hj — the impressions made on the soul through the sensev 
todi u the ught, hearing, etc TraniltOor. 
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into tweWe balf-steps. Like the Greek mnsic-theoiy, the Eaat- 
Indian also had the quarter-step, and even still finer tone-difTer- 
ences, and, conformably to the variety of the intervals, a great 
nomber of keys, of which the musicologist SOHA names no less 
than nine hundred and sixty. Just here, however, be it observed 
that the idea of "key" in antiquity was different from the modern 
one, and comprehended more: the scales of those keys — which 
latter should more properly be called "tone-combinations" Or "me- 
lodies" — are determined partly by the starting of the octavo- 
series from different degrees of the same scale (thus, e, g, from 
the tones of the C-major scale, snng from D U> d, again from 
E ia e etc., but without any chromatic signs, six new scalei 
arise, each having its own peculiar order of intervals), partly by 
the modification of individual intervals by raising or lowering, 
partly by overleaping certain degrees of the scale. If the acute- 
ness of the Greeks availed to reduce the multitude of variants 
originating in this way to an eaaily intelligible system, the exu- 
berant mind of the Orientals was unable to distinguish the essen- 
tial from the accidental, and to discover a universal law under* 
lying the countless tone-combinations. 

In strong contrast with the unbridled fantasticism of the 
East-Indians is the ratioualisticaUy sober nature of the Chinese. 
Qualified as they are for all labors in which success depends upon 
unremitting industry and attention, yet their performance in those 
departments in which imagination and mental elevation turn the 
scale are only of subordinate value. Accordingly, neither could 
music exercise with them that elevating and inspiring effect as 
with the Orientals, though this did not prevent its being highly 
prized as a subject of scientific etndy and also as a means of 
educating yonth. In the latter respect China shows itself in accord 
with Greece, ^f you would know" — so runs a saying of the 
first of the Chinese philosophers, CONFCCIUS (500 years before' 
Christ) — "whether a country is well governed and of good mor- 
als, listen to its music". But we find the same opinion repeatedly 
expressed by Plato and Abistotlb: in another point, too, the phi- 
losophers of Greece agree with those of China, viz., in that ^ley 
ascribe to certain tone-successions a special fitness for educating 
and ennobling the young, and put them for this reason under the 
protection of the laws. — Tbe musical system of the Chinese 
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difTers &om that of the Eaet-Lidians chiefly by iis meageruesa , 
if the latter levelled in a multitude of intervals bo small that 
they would not be recognizable by the modem ear, tbe ChineBe 
went to the other extreme: to them even the diatonic scale is 
not simple enough, they go farther and deprive it of two of its 
tones — the Fourth and the Seventh. But here again is seen an 
analogy of the Chinese with the Greek music, for that scale of 
the Chinese, c d e g a c — '■ which C M. von Webeb also has 
mode the basis of his overture to "Torandot" — finds its counter- 
part in that of Oltmpos*, who, as Aristoxenus relates, omitted 
in the minor scale the fourth and seventh degrees, and, admiring 
and adopting the scale constructed after this analogy, composed 
in it melodies of the Doric key.** Moreover, the effort to inter- 
rupt the strict diatonic series may be traced even down to the 
latest times; at this very day that scale with fourth and seventh 
lacking survives in the national airs of the Scotch, and the minor 
scale of the (rjpsies, which has been made known through Liszt's 
"Hungarian Rhapsodies", follows, with its twice occurring augmented 
second, the same principle. 

The obstinate adherence to the traditional, which kept tha 
intellectual life of the Chinese spell-bound and deprived them of 
the fruits of a culture a thousand years old, hindered them also 
from farther perfecting their music: even Prince Tsat-Yu, so 
universally esteemed as music-connoisseur, could not succeed in 
having the two lacking half- steps admitted into the above -de- 
scribed scale of five degrees ; to intrude these tones into the scale, 
said his opponents, was the same as to add to the hand a sixth 
and seventh finger. It was for the same reason that the Egyptians, 
who were, artistically, incomparably more richly gifted, were 
obliged to stop half-way in the career of their mental develop- 
ment. l.%e high rank that they held for the time being among 
the civilized peoples of antiquity is attested by the artistic worth 

* A famous musician of Phrygia, of whom FLtriABCH saja that he m* 
the first to introduce among the Greeks the knowledge of stringed infitiu- 
ments; PLATO, that his music inflamed his auditotsi ABtaioTLE, that it exalted 
(he soul; and Plutakch, that it surpassed in simplicity all other music. 

Translator. 

** As we also learn from Aristoxenus, Olympus was on tiiis acGoluit 
nckoned the inventor of the enhannonic tone-geau8, of which mentioii will 
be made farther on, (p. 20). 
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of their nmnerous momiments whicb haTe been presi^rved to 
posterity, as also by the influence that they exercised upon the 
scientific and artistic culture of the natione around them, as, for 
instance, when the most celebrated investigators of Greece, a 
Pethaooras, a Hekodotus, and, as late as the fourth century be- 
fore Christ, a Plato, did not shrink from the voyage across the 
sea in order to have a share ir the Egyptian philosophies. It is 
true that at Plato's time mental activity among the Egyptians 
seems to have come to a halt, as we may conclude &om the fol- 
lovring paset^e in the second book of his "Laws": "Is it allowed" 
(he aska) "that everything which to a poet appears beautiful in 
a poem or a song, should also be taught to the young? This is 
allowed everywhere except in Egypt. — But why is this not 
allowed in Egypt? — This is indeed to he wondered at To the 
t^^tiana, however, it had long been knovra that the young in 
the cities should he accustomed only to beautiful forms and to 
good music; but what should be the nature of the beautiful 
forms and good music is determined by their priests, and to 
neither painters nor musicians nor other artists is it permitted 
to introduce anything new, differing from those patterns which 
have been once recognized as beautiful. Thence it comes also that 
their paintings and statues which were executed ten thousand 
years ago are in not a single point better or worse than those 
which are made at the present day"". But with this the death- 
sentence of the arts was pronounced; for, as soon as it is for- 
bidden to surpass the ancients, to enlarge the boundaries of art 
and give sanction to new laws, self-evidently the creative faculty 
must become extinct and intellectual stagnation must take its 
place. That notwithstanding all thi?, music occupied an important 
place in the public and private life of the Egyptians, is shown 
by the figurative representations, which have been discovered in 
the royal sepulchres and on other monuments, of singers and in- 
strumentalists, now individually, now united in choirs and orches- 
tras, as also by the variety of the instruments there depicted, 
among which the many-stringed harp appears oflenest and gives 
proof of the luxuriant, pompous character of the music. Yet all 
endeavors to enrich music outwardly afford no compensation for 
the lack of interior productivepess. In the history of music Egypt" 
may take only a subordinate position compared with the Hebrews 
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AMTIQUITI. 



*nd Greeks, the two nations of antiquity which, to he sure, re- 
ceived &om the Egyptians the impulse to intellectual activi^, 
but by their own strength were soon to far surpass their pattern 
in one way or another. 

The influence exercised by Egypt on Grecian culture Ib espe- 
cially clearly noticeable in the works of fine art of the earliest 
development-period of Greece, as for example in the ao-called 
Apollo of Tenea which exhibits outright the Egyptian type. Still 
more important must have been this infiuence on the culture of 
the Jewish nation, whose ancestors had as poor nomads taken 
refuge among the Egyptians, and were compelled to dwell with 
them for centuries in a condition of dependence. During the 
short national independence which the Hebrews enjoyed after- 
wards, there was developed among them also a peculiar art whose 
significance for the public worship as also for the social life ia 
nnmistakably evidenced by the countless statements referring 
thereto in the Old Testament. This temporary upward flight 
was, however, followed by centuries of political dependence upon 
nations of a comparatively Ugh civilization, during which time 
the artistic acquisitions of that short epoch of freedom were ol 
necessity gradually lost, till at lei^th Greek culture, overflowing 
everything, impressed its seal upon Judaism also. Certainly, the 
Hebrews have cultivated one side of tiieir nature with a con- 
mstentr^ which is rare in the history of nations; their attention 
rather to the innn: man than to the exterior life, and the conse- 
quent purer and higher theory of life which steadfasfly resisted 
all the hostile influences of the surrounding peoples, — these euffi- 
dentiy attest the peculiarity of the Jewish national spirit and 
account for the interest which has in all ages been taken in the 
history of its development. But it is precisely these peculiarities 
of the Hebrews that must raise doubt as to the artistic endow- 
ment of the latter; moreover, a study in detail of the ancient 
Hebrew music cannot be remunerative, for the very reason that 
concerning the nature of the latter as good as nothing has been 
communicated to us by contemporary writers, and besides, of mon- 
uments, surli as giTe information of the history of other peoples, 
there is ic the Jewish country an utter lock.* 



• As the only monument of Jewisli" antiquity we may regard the relid 
tn tiie interior of the triuinphiil uch of Titus, at Rome, in wbieh, in the pro- 
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If, accordingly, we may obtain a somewliat clear idea of th« 
Bebrew music only mediately, throngh the study of Egyptian aad 
Babylonian antiquities, we have immediate and copious informa- 
tion concerning the music of the Greeks, in their writings and 
monmnenta. Under far more favorable conditions thui in the case 
of the Hebrews they could undertake to develop according to the 
national taste the elements of the arts and sciences, handed down 
by the f^ptiane. Their teachable nature was assisted by the 
geographical situation of their country; the fincility of maritime 
intercourse induced them at an early period to open communica- 
tions, with a view to the exchange of material and intellectual 
goods, vrith the seaboard peoples of the Mediterranean, to some 
extent their superiors in culture. This intercourse was also to 
conduce to the development of their musical faculties; the impulse 
to theoretical speculation they received chiefly from Egypt, where 
even in the remotest antiquity music was cultivated in connexion 
with mathematical and astronomical investigations; their practical 
music, on the other hand, was influenced preeminently by the 
connexions with Asia Minor, for from this country Greece re- 
ceived, with the grape-culture and the Bacchus-worship, also the 
wildly passionate music belonging to it, accompanied as it was 
with shrill and far-sounding wind-inErtmments. This music being 
blended with the indigenous music, arranged according to strict 
proportion, the cooperation of their heterogeneous elements called 
into existence that national music of whose elevating power the 
ancient writers give testimony is many places, and which attained 
its highest effect in tragedy. 

If we accept Westphal's* opinion ae the correct one, accord- 
ing io which in the undent tragedy not only the choruses but 
also the monologes and dialogues were recited musically, and 
it at all events "approached more closely to our modem opera 
than to our reciting drama", this art-species may rightfully claim 
the special attention of the music-historian. The story of its 
development is sketched in a few words. It takes its origin, ac- 
cording to the statement of Droysen (in his "Didaskalien znm 

cession of Jeimh captives, anoug odier sacred tieasuies of the Temple of le- 
ruaalem is carried also the metal wind-iostniment of the Jevs. mentioned in 
the Old Testament under the name of Schofab or Kkrkh. 

* BCDOLFB We8IFHjU« Oreok Rhythmics and Harmonics. 
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'Aiechyloa'**) from the feefdvalB celebrated at the time of the yin- 
tage in honor of Bacchue, at which, amid impassioned songs s 
goat was offered to the god.* Choruses and dancing of the par- 
ticipants of the festival disguised as satyrs, whose leader recited 
in song during the pauses the snfferings of the god, formed the 
principal element of t'hese rural festivals, which with the adrance- 
ment of civilization attracted the attention of the cities aleo. and 
soon assumed an artistic form. Thesfis (about 600 B. C] was the 
first to infuse into them the dramatic element, by bringing the 
narrator into a determinate relation to the chorus; he likewise 
regulated the movements of the chorus and gave it a costume 
corresponding to the subject of the action. If these artistic inno- 
vations of Thespis found, on the one hand, violent adversaries, 
for example in the law-giver Solon, yet the great public seems to 
have recognized his efForts, as we may conclude &om his art-tours, 
on which be is said to have carried his properties with him on 
a cart — that Thespis-cart, the memory of which, as symbol of a 
travelling troupe of players, is preserved to tbis day. 

A series of advances was still necessary before Tragedy ar- 
rived at that degree of exterior and interior perfection in which we 
find it at the time of Aeschitlcs. But all the improvements that 
it experienced during those years of development, the perfecting 
of the arts of dancing and gesture, the introduction of a second 
actor and herewith of dialogue, the use of the mask and the 
buskin, which seemed necessary for making the outward show 
harmonize with the majestic representations that people made to 
themselves of the heroes, — all this does not suffice to explain 
the powerful effect that AeeCetlus' tragedy produced on the minds 
of the Greeks. This effect had its real cause rather in the national 
. npsoaring of Greece resulting from the heroic prosecution of the 
Persian wars, as also in the deeply religious sensationary method 
of the Grecian people who at that time had not yet foi^otten the 
original significance of tragedy as an act of divine worship. The 
philosophy of that age, whose aim was the investigation of divine 
things, the poetic strain in which it set forth its doctrines, non- 
lished the enthusiasm of the people for the lofty and sublime, 

" The Greek word for "tragedy" — Tragodia — is componnded firon 
"^agos" a goat, and "Ode" a Bongi hence siguiGeg literally "song at Um 
■acrifice of the goat." 
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•nd just as poetizing and thinking (leasoning), the diametrical 
opposites among the mental activitieB* met in the works of the 
philosophers, so also in the dramas of Aeschylus. If, moreover, 
it be remembered that he himself repeatedly staked his life on 
the battle-field for the honor •£ his native land, it is not di^colt 
to understand the severity of his ethical conceptions, Ma firm ad- 
herence to the poet's mission "to teach the citizens virtue and 
right". So little as the prophets of Israel their powerful exhorta- 
tions — observes Dkoyses — did he compose his dramas for mere 
esthetic reasons. They were to him sermons to his people, and 
only in this view have the seriousness of his thoughts, the gloomy 
magnificence of his language, the deeply passionate repose of hia 
theory of life, their whole power. 

It was necessary to sketch a picture of the poet Aesch^xcs, 
in order to form an idea of his merits as musician, since aa 
regards the latter point nothing more is known than that he was 
also the musical composer of his dramas, as, generally speaking, 
antiquity applies the word "poet" (poietes) to him only who com> 
bines in his person the poet and the musiciaiL Concerning the 
nature of his music we can speak by way of conjecture only, yet 
we may assume with some certainty that in strict adhesion to 
the rhythm of the verse it was like our recitative or the chant 
of the Roman liturgy, whose formulas are modelled after the ca- 
dence of ordinary speech and are rooted in primeval traditions. 
If, accordingly, the music of Aeschylus' tri^edy is hardly to be 
compared, in point of variety and absoluteness, with the modem 
music, this defect of the tone-langui^e was doubtless counter- 
balanced by wealth of musical elements in the spoken language** 

• "The object of Poetry", — says Lord Bdlwek, in his translation of 
ScmLIEB's Poems and Ballads — "dlSeriag eBfientially from that of abatnet 
Wisdom, is not directly to address the reasoning faculty — but insensibly to 
louse it through the popular medium of the emotions. ■ ■ • • The fault of 
certain of ScbilLEb's poems (which he names] "is, that they strain too much 
tike faculty with which Poetiy has least to do, viz., the mere reason", etc 

Trantiator, 

** By musical elements of speech are meant the so-caUed enomato-poefie 
words, •'. «., such as indicate their meaning by their sound alone, ta, dmf- 
Jong, thunder, euckoo, buzs, hotel, hiii, tick-tack etc., in distinction to tliose 
whose meaning is conventional and which become intelligible to us only 
tbiongh education, m is the case with all words not included in the species 
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(in its then Btuj^e of {tevelopmeiit). It may even be assumed that 
the artistic effect of AesCiiylUS' dramaa is chiefly due to the etiui- 
librium that prevailed between the language of emotions and that 
of ideas, between tone and speech, a relation that is possible only 
at a time when neither one nor the other is yet compelled by the 
degree of its development to follow special paths. 

This relation of equilibrium was, however, not to exist long. 
As early as Sophocles' time the "gloomy magnificence" of Aescht-- 
Lrs' poetry gives way to a clearer, more determinate manner of 
expression, but Eubipides exhibits himself so predominantly as 
word-poet that we can easily understand his determination to leave 
the musical setting of his tragedies to another, a musician by pro- 
fession. In intimate connexion with this poetico-muaical trans- 
formation is the tendency, inaugurated about the middle of the 
5"' century B. C, of the Grecian philosophy. The now generally 
accepted Sopkistin philosophy no longer — unlike the previous 
schools — regards the universe, generally and collectively, but 
man. considered in himself alone, as the worthictit object ol 
investigation; but in order to fathom the human soul a suitable 
language is the first requisite, and the cultivation of such a one, 
as also of grammar, of the art of consistent thinking and of oral 
interchange of thought (of logic and of dialectics) was of neccssitj 
s matter of primary importance to the disciples of sophistic phi- 



first inenUoDed. The history of the development of language Bhol^■s how, with 
the progress of that development, the former element was more mid more 
supplanted by the second. "At the Lcginning" says E. Wagneh 'Collective 
Writings and Poems, article "MuKic of the Future", "the fommtion of the 
conception of an object was almost identical with the subjective sensation 
of it, and the assumption that the first human language must have been very 
similar to song would perhaps not seem ridiculous. From a signification of 
words which was felt in a manner in any case altogether sensuously subjec- 
tive, human language evolved itself in a more and more abstract sense, in 
such a way that finally but a merely conyentional meaning of the words re- 
mained, which depriied sensation of any share in understanding them, while 
at the same time their construction was made utterly dependent on rules which 
had to be learned." It need not be proved, that a iangiLage that has reached 
such a stage of development and is, so to speak, half torpid, is incomparably 
less favorable to the flight of poetic fancy than in the condition of youthful 
flexibility, and that the revivification of the "musical" elements that have 
been lost to language, must be for poetry, especially wl'-en intended to be 
juined with music, of very great advantage Compare Chap. Vll of this work. 
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losophjr. These endeaTors had the twofold result of promoting 
knowledge and of rendering more and more intimate the rela- 
tions of man to man. On the other hand, it is not without good 
grounds that the predicate "sophistical" is at the present da; 
applied in a reproachful sense only; for as mastei? in these arts 
of logic and rhetoric became greater and greater, virtuoBity wa« 
made the chief thing among the sophists, to that degree that 
language had to serve less frequently for the investigation of truth 
than for dialectic sham fights. To what extent eloquence had at 
this time become an end to itself is shown by the fact that one 
of those virtaoBOB of oratory undertook on his art-travels to speak, 
in two discourses in immediate succession, once for, the second 
time against one and the same ihing. 

In consequence of this catastrophe music could no longer 
retain the high place it had till then taken in the life of the 
Greeks. Language no longer needed, for the aims it now pursued, 
the cooperation of musical tone. But meanwhile in the domain 
of music a similar process of development had been gone through: 
ft new specieB of poetry, called, after the instrument used by the 
poet for accompanying his recitation, lyiic. had attained among 
the Greeks, especially the lonians inhabiting the coast of Asia 
Minor, a high degree of cultivation. In contradistinction to tlie 
choral songs, which express the sentiments of a universality, in 
the poeins of the Ionian lyrist, of an Arion, a Sappho, an Ana- 
creo/i. the individual sentiments, the moods of the multifariously 
. agitated particular soul attain to artistic representation. Here music 
could and had to play an incomparably more important part than 
in the other species of poetry, here it was seen to be, in the faculty 
of expressing the most secret emotions of the soul, superior to 
spoken language. And, just as language, with its ever increasing 
power of expression, could dispense with the asBOciatiou of music, 
so also music now began to withdraw &om words, to follow 
thenceforth its own way, — according to Herder's expression "a 
dangerous separation for the defenceless human race; for music 
without words transplants us into a realm of obscure ideas; it 
awakens, in each one after its ^hion, feelings slumbering in 
the heart, which in the torrent or the tide of artificial tones without 
wordB find no guide or leader" (Zur schonen Lilteratw und Kunsl, 
Part XVI, p. 33). From this time forward instrumental musio 
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developed itself as a particalar epeciea; lyre and "anlos" — • 
the latter generally anglicised as "flute", but in fonn and tons 
more closely corresponding to our clarinet or oboe — appear aa 
Bolo-inBtruments in the musaic contests, and in one of tlie Pythian 
games instrumeDtal virtuosity, in the person of the flutist Sakadas, 
who even undertook to represent in tones Apollo's fight with the 
serpent, celebrates a brilliant triumph. 

To account full; for the short duration of the palmy days of 
Greek art we must once more refer to the effects of the sophistic 
philosophy and its principles, closely aUied as they were to scep- 
ticism. "Man is the measure of all things. As any thing seems 
to any one, so it is for him. Only relative truth exists. The 
existence of the gods is uncertain" — such is the assertion of 
one of its chiefs, Protagoras; but nothing could be more inimical 
to artistic enthusiasm than the axiomatic tendency to doubt that is 
here expressed; in a special manner the esteem for tragedy, which, 
conformably to its origin, was regarded as an act of divine wor- 
ship, must have decreased in proportion as the religious belief 
of tbe people was shaken. After the leadership in Greece had, 
upon the close of the Peloponnesian war [B. C. 404), been trans> 
ferred from Athens to Sparta, the art-creative faculty of the Gre- 
cian people gradually died out, and became totally extinct coin- 
cidently with the loss of the national independence resulting from 
the victory of Philip of Macedon at Chieronea (B, C. 328). The 
preservation of that wllic^ urevions generations had created now 
becomes the mission of the Grecian mind; making poetry gives 
way to speculative thought, artistic practice to theory and the 
structure of systems. Musical theory also finds its representatives, 
the most prominent of whom was Aristoxenus, aumamed "the 
musician", the first one to recognize the hearing as the sole cri- 
terion of tone-relationships, in opposition to the school of Pytha- 
goras, which, as in everything else so also in music, made mim~ 
ber exclusively the regulating principle. Of the music-systems 
which then arose we shall give farther on, in passing over to 
speak of the modem music, begotten of those systems, t)ie most 
important details; at present we wiU close our surrey of the 
musical achievements of antiquity with the Roman empire. 

If it was the mission of Greece, as antitype and teacher to 
show the world the way — as Isocrates the orator once e 
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himaelf — &e aim of the Romana waa, before eTerytHng elaa, 
to win and consolidate material dominion. It was, accordingly,' 
above all thinga practical and political problema vhose solution 
was to occupy them, the artistic ones could not, along aide of the 
othera, find any consideration. And when at lenght they had ac- 
complished their supreme end, the sovereignty over all the nations 
of the earth which were known to them, it waa now too late to 
mska np for what they had neglected in the domain of ideas: 
Some had at all timea to be content to satisfy its artistic requiro- 
menta by borrowing &om iiiendly nations, especially from Greece. 
This waa in fact done at the time of the emperors on a magnif- 
icent scale; jnat aa the globe was pill^ed in order to heap up 
the works of plastic art of all schoola and all lands in the public 
squares and the palaces of Rome, so too the city became a rally- 
ing-point of the mnaicians also of all the nations subject to the 
empire. The feeling for maaaive effects appears to have been pre- 
domiaant among the musical public of Rome, for aa early as 
JuLiDS Cesar's time Suetonius narrates that once during a public 
solemnity twelve thousand male and female singera and players 
sojourned in the city; and KoBACE complaina at the time of Au- 
OUSTCS "that the modest flute with few holes, which satisfied the 
fathers, was forced, on account of the great dimensions of the 
playhouses of his time, to give way to noiay inatmmenta." 

If thia musical tendency, whose aim was powerful effect, can 
in no wise awaken our interest, it mnst excite downright disgust 
to aee art dragged through the mire as it waa under the emperor 
Nero, who had, as ia well known, among other hallncinations that 
of publicly figuring as virtuoso in singing and on the harp. His 
voice was so unmusical and his delivery so abominable, tiiat on 
his first appearance [A. D. 60) the listeners knew not whether to 
laugh or to weep, and it was only by the help of a well-oi^aniaed 
claque that the expressions of displeasure could be smothered. He 
afterwarda undertook an art-joiimey to Greece, where he cauaed 
hiinself to be crowned with every prize that he could in any way 
lay his hands on, without meeting with any opposition what- 
ever — ft sad evidence of the demoralization that had invaded 
this soil which had once been consecrated by the muses. Soon 
after this, however, Nero's fantastic artist-career was to come to 
and end. In the year 60, A. D., Galba was proclaimed emperor. 
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and nothing remained for Kebo but to take his own life, at tli« 
i^e of thirty — a life which disgraced not only him hut alao 
his contemporaries, whose servility not even their artistic con- 
science kept within limits. 

Under such circumstances it could be only a gain for human- 
ity that the torch of the ancient civilization, that had so loig 
lightened the world, was at length extinguished, when the Koman 
colossus at the first impact of the barbarians bursting in from 
the North fell in mins. The bright light radiated from Greece 
had, it is true, to he followed for a century long by darkness, 
yet duiing this period of seeming stagnation a new spirit and 
new forms were to attain their development, ead most especially 
witli reference to music we may apply in this case the words of 
8ciiiiX£fi: 

"The Ancient, crumblin);, fulN; the times ue changedi 
And new life blooms ftnd springs up ttom the rumt." 
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THE MUSIC OF THE EARLY CHRISTIAN AGE. 



The might; reTolatdon that with the introdaction and pro* 
■ pagstioQ of Christianity took place in all the domains of the in- 
tellectual life, necessarily hrought with it in its train a funda- 
mental change in art-theories also. Yet here the new spirit is 
manifested at first with diffidence only: just as Greece had in the 
infantile si^e of its artistic development most closely followed 
Egypt, so now the early Christian cirilization leans upon that of 
the Greeks. In this epoch also it is plastic art that aETords us 
the positive evidence of the absolute dependence of the younger 
upon the elder civiKzation; the paintings in the Roman catacombs, 
in which the early Christians met for purposes of divine worship, 
exhibit everywhere the ^uniliar figures and situations of the an- 
cient mythology and fable applied to the illustration of biblical 
events; Orpheus, taming wild beasts, answers with slight modifi- 
cation for Daniel in the lions' den; Hermes carrying the goat, a 
type often reproduced by the Greek artists, for the Good Shep- 
hr^rd carrying home the stray lamb on his shonlders; Jonah and 
the whale that spat him out are scarcely distinguishable from Arion 
and his dolphin. To assume a higher degree of independence ia 
the music of the first Christians would be in no wise jnstifiiible; 
the testimonies of contemporary writers afford, in the absence ol 
musical documents of that period, ample proofs of the contrary. 
For, if Pliny the younger relates of the Christian congregationt 
of his time "that they sing to Christ, as to a god, an antiphonal 
hymn", and the Jewish scholar Philo, residing at Alexandria, says 
of the Therapeutic and Essenee, two sects converted to Christian- 
i^ by the Apostles themselves, that they accompanied their 
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liturgical song with religious gestures, with steps forward and 
backward, all this pointa to an immediate connexion with the 
music and mimic art of the Greek tragedy. It may perhaps be 
assumed that &om the beginning of the Christian era it was the 
earnest desire of the disciples of the new religion to simplify the 
Greek music, which had become more and more voluptnons — 
one of the earliest of the fathers of the Church, Clemekt of Al/- 
EXANDBU (towards the end of the 2d century), on this account for- 
bade the members of his congregation the use of the chromatio 
tone-series in the music of the church, — on the whole, howerer, 
it may be conjectured that the chant of the first Christianfl, 
though filled with a new spirit, was nevertheless as to its form 
ft faithful copy of the ancient music. 

Nor did the introduction of Christianity as state religion 
under Constantine the Great, A. D. 333, avail to bring about a 
sudden change in the musical situation; even under the political 
conditions which the migration of nations (A. D. 375} had totally 
altered, the power of Greek civilization appears yet unbroken. 
That the time was not yet come to exchange it for another the 
so-called barbarians may very likely have felt; for with few ex- 
ceptions they were by no means wanting in reverence for the 
civilization of the old world ; as also they are on the whole to 
be held far less answerable for the ravages and devastations com- 
mitted at that time than the Romans, demoralized by centuries 
of corruption, among whom avarice and frivolity had stifled every 
feeling of veneration for their glorious past. But of all the peoples 
that about the middle of the first Christian century overran Italy, 
the Goths, as being indisputably the most gifted among them, 
deserve the most esteem; especially did the reign of their king 
Theodokic (died A, D. 520) in those days of vrild ferment exert a 
wholesome influence on the reorganization of affairs. In the 
history of music likewise his name deserves to be mentioned; at 
his court resided the musicographers, Boetuius and Cassiodords, 
the last scientific representatives of antiquity; the former highly 
esteemed even up to the end of the Middle Age as a musical 
authority, although he made his appearance only as translator and 
expounder of the older Greek music; the other, Cassiodobus, to 
be reckoned among Christian authors, in so far at least as he 
iru coDverted in old age to Christianity. That the fame of 
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Theodoric as a connoiaseur of art extended far beyond the borders 
of his kingdom ia evidenced — not to give other proofs — by the 
petition addressed to him by the FranMsh king Clovis to send him 
a citherode* who might domesticate in his country also the arc 
— so greatly flourishing in Italy — of singing to the accompani- 
ment of the cithara. It was Bobthius who received from Theo- 
DOBic, with the most Mattering compliments, the commission to 
select the artists most fitted for that purpose. 

With BOETHius, who afterwards fell into disgrace with his 
king, and, being accused of participation in a conspiracy of the 
Roman national party against the Gothic rule, was executed (A. 
D. 524) at Pavia, the mission of antiquity in respect to the pro- 
gress of civilization had come to an end. But before turning to 
the musical reconstructions now inaugurated, let us make brief 
meiition of the Greek music-system, on which they are based. 
The foundation of this system is not, as with the modems, the 
eight-tone series, or Octave, but a series of four tones in the 
compass of a minor** Fourth, the Tetrachord, whose origin is to 
be traced to the four-stringed lyre. The Tetrachord, which inva- 
riably includes two progressions of a step*** and one of a half- 
step,f is differently named according to the relative position of 
this half-step, viz: Doric (when the latter is at the bottom, as: 
ef — g — a), Phrygian {when in the middle, as: rf — ef — g], or 
Lydian (when at the top, ae. c — d — e)). From the junction 
of two tetrachorda of the same species arise the (respectively Doric, 
Phrygian, Lydian) Octave species (Harmoniaj — 

Doric. 



" From the Greek KiUiarodra, one who Bccoinpanies his singing by 
playing on the eithara, * stringed inatrumeut most resembling the guitar. 

I'ratuialor. 
" The word "minor" is here used preferably to, and as identiDal with, 
the olil-fasliioned expression "perfect" .to which eorreaponds the word "rein" 
in the German original). See my Primer of Modem Tonality, 3d edition. Note 
p. 53. Tranilatnr. 

••• Fonnerly called "tone", or "whole-tone*. Traiulator. 

t Fomeily called "half-tone" or "seinitoue". Tiamlaior 
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to wUch were anbscquently added four more, respectiTely be^n> 
Ding on tlie remaining tones of the diatonic scale. In the abort 
examples we find (at the*) a whole itep between the two tetro- 
chords; this was called disjuneti»i! union. But a union may also 
be effected conjuncticely — as the expression was — by making 
the highest tone of the lower tetrachord form at the same time 
die lowest one of the upper, and this procedure, applied to the 
Doric tetrachord, gave rise to a new system, yiz; to the Doric 
octare-species were added a tetrachord below [b c d e) and one 
above {e f g a), and lastly, this series composed of two tetrachord- 
pairs was completed by adding the low a (called "Froslombano- 
menos", t. e., the accessory tone), as in the following example 



llius was gained a two-octave minor scale, a system substantially 
diifering from the octaTe-species in that it can — hke the modem 
major and minor scales — be transposed to each of the twelve 
tones (counting by half-steps comprised within the Octave, the 
order of intervals remaining — unlike the case of the octave- 
species — always the same. This triiniiposing-s<ale (Tonos) becomes 
tlte so-called complete system (systems teleion) by the addition ot 
one more tetrachord (o l>\> — c — d], conjunctively with the parent 
tetrachord 'e f — g — a, whereby the gap [the whole step a — 41 
4t the meeting of both these tetrachords is filled up, and at the 
same time it is rendered possible to modulate into other keys 
primarily into the Subdominant). 
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Complete System (Systema teleion). 



5 lS—* . ' ' DieEengmenCn. 

The tone common to two tetrachords united covjunrtively u 
called Synaphe (connecting-tone, or point of contact , the gsp 
ariaing in the other caae, JHazeuxis Separation). Accordingly the 
tetrachord which ia separated from its lower neighbor by a atep 
is called diezeugmenon of the disjunct), and the interpolati'd one 
ij/nemmenon (of the conjunct, »'. e. stringa or tones). 

We have thus indicated the chief pointa in which the Greek 
music-theory coincides with that of the Christian era; for, up to 
the time that two of the octave-species — the Ionian [our major 
■ scale and the ^oliun our minor scale) — attained the suprem- 
acy,* the octave-species collectively continued centuries long in 
nse and have been retained in the Catholic liturgy even to the 
present time. Moreover we must emphasize as an essential differ- 
ence between the antique and the modem music the incompar- 
ably greater melodic variety of the former. If the Greeks had no 
knowledge of harmony in the modem sense, t. e., polyphony, yet 
it aeems as if, in compensation, their ear was from the melodic 
side very much more finely cultivated than onrs. This ia indicated 
by the various tone-genem,** which were formed within the Doric 
tetrachord by changing the place of the middle tone : thus horn 
the diatonic genus e f g ti, for instance, was formed the chramnttc 

' T)ie need at reducing the Keren octaTe-Rpeciei to two Rpeciallj rtianc^' 
leristic ones was not fully satifi''d until towards tlie end of the IT'li century, 
yet it aeems to have eiixtcd long before. This is indicated by the piedomin- ' 
«Dee of the two modes — major and minor — in the folk-songs of the most 
ancient tradition; moreover by a remark of Plato, who, in hia "Re/ubHc* 
(Book III, Chap. X), relates a conversation between Sockates and the musician 
Olaukon concerning the character of the different octave-species, in the cuurge 
of which Socrates, after characterizing two particular ones, concludes: "These 
two oetave-ipeeies, a powerful one and a gentle one, which will beit reproduce 
the tones of the unfortunate and the fortunate, of the thoughtful and the 
Ivive, let these be retained." 

" The expression "tone-genus" has reference to the relative places, within 
dM totiMliord, of the steps and the half-steps, iTraiuialor,] 
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genoB by lowering the ^-string a half-step, and the enharmonic* 
hj lowerii^ g anotiier half-step, and /■ a quarter-step, aa hora 
exemplified, the " representing the quarter-step 

Chromatic, 
Jiatonio. ? l,oT(Latjma. ■ Enharmonic. 




The richness, or more properly the polychromatic effect, of 
the Greek melodies, was sfciU farther increased by the applica- 
tion of still smaller intervals, the so-called Ckroai niianeea), and 
it is easily nnderstood that the reigning spirit of the young Chris- 
tian church had to strive for a simplification of the musical system. 
Not long after the afore-mentioned prohibition by Clement op Ai/- 
EXANDRIA of the use of the chromatic genus, the Christian church ■ 
gives a second sign of musical life. The constant recurrence of 
ecclesiastical holy-days had necessitated the adoption of certain 
standards for the execution of church-song, and, in order to pre- 
serve these for future generations also, the first-singing schools 
were established by Pope Sylvestek {A. D. 3141 and Ms successor 
HiLART. It was, moreover, all the more necessary to provide for 
the education of church-singers, inasmuch as, owing to the ad- 
herence of the Church to the Latin language and the gradual 
decay of the latter as vulgar tongue, the participation of the laity 
in the church-song had of its own accord to cease, and in fact 
soon afterward the council of Laodicea |A. D. 367) made a decree 
that "no one should sing in church other than the singers ap- 
pointed to do so firom their pulpit". 

Still more effectively than under those pontiffs was music ixa- 
thered in the same century under AMBROSE, Archbishop of Milan 
(died A. D. 397 , and two centuries later i5dO) under Pope Gbb- 
QORT THE Great. The former took an important step for the sim- 
plification of the music-system, by selecting for the use of divine 
service, from among the Greek octave-species the four respectively 



* Some authoia, among them Ft. Bbllermann, consider this genus ui in- 
vention of bad singers, who had the mannerism of sliding from one tone to 
another by passing through the iutennediate intervals, — just as the port* 
menio is abused bj bad singers of the present time. {TratuSater^ 
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beginning with d, e, f and g, which were subsequently called aw 
thentic modes* To these Gregory added four more, respectively 
beginning with the Fourth below the authentic, which were called 
(from the Greek word "plagios", i. e. oblique, sidowise) plat/al modefl, 
collaterals, as it were, of the others.** Thus the number of the 
church-modes was increased to eight. It is to be observed, how- 
ever, that the plagal are not independent keys in the same sense 
as the authentic ; they are to be regarded as merely a transposition 



• The expression "mode" corresponds to the modem "key", or "scale". 
It is applied also to a melody or chant, such as, for instance, is often called 
a Gregorian "tone". Translator. 

•" Here follow illustrations of these eight Bo-caHed "Ecclesiastical Modes", 
or "Gregorian Tones" the black notes representing the respective "finals" (in 
the modem sense, key-notes). Changes of nomenclature will be noticed, the 
former Phrygian mode here becoming Dorian, and Tice-Tcrsa, — etc. (compare 

EXS. p. IT). T hese d '^nf;" !"■■ mippnafH tn haYB t""*" mnilff^hfiiit. tha_ 

IQth eentniy. ) I Traiaiator. 



Authentic Uodes (Tonee). 
* Tone. Donan. 



Flagal Uodea (Tcnes). 
2' Tone. Hypo-dorian, 




To the above scales were added in the course of time the following four 
9* Tone. .^lian. 10'" Tone. Hypo-feolian. 
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of the former, id this wise, viz; that the lower part of the scule, 
containing the Fifth, remains in its pla'^u, while the upper part, 
containing the Fourth iTetrachord , is trdDspoaed an Octave lower. 
The intimate connexion of an authentic with its plagal mode — 
• relationship admirablj characterized hj the writers of the Middle 
Age by means of the expressions "male" luid "female" — is seen 
most clearly in the circumatance that the musical center of gra- 
vity, the "final", is common to both; the authentic mode has it in 
the lower part of its compass, the plagal, on the other hand, in 
the middle. The scale of the plagal modes, in other words, has 
its final (key-tone) on the Fourth, the melody roaming above and 
below it within the compass of an Octave. On this principle the 
melodies also were classified as "authentic" or "plagal", according 
as they extended from the final to its Ortace and back, or, &om 
the final to the upper Fifth and lower Fourth, ending, of course, 
on the final.* 

Of the character of the Amhrostan chant we have no know- 
ledge save through the metier accounts of contemporary vrriters, 
inasmuch as it was at an early date mei^ed into the Gregorian 
and in time thoroughly amalgamated with it. From their descrip- 
tions we know only this much, that it was "solemn" and "extremely 
sweet", and for a while was more highly esteemed than even the 
chant of the Roman church; moreover it is called "metrical", by 
which is meant that it made account, after the ancient manner, 
of the prosodial quantity of the syllables, hereby essentially differ- 
ing from the (jregorian Chant, in which the tones had no deter- 
minate lenght, and which was therefore also called cantus planus, 
i. e., eveu or plain chant. True, this "evenness" of the Grego- 
rian chant is not be taken too literally, as if no difference 
whatever was made in the duration of the notes; in fact, it was 



* Accordingly, the reBpective first themes of SchDbert's £' Trio uid 
Beethoven's E> Symphrmi/ (Eroica) would belong to different modes, tht for- 
■Ui to the authentic, the Utter to the plagaL 
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optional witli the singer, especially as soloist, to treat the syllaliles 
of the te^'t as in expressive speech, lengthening or shortening 
them at pIetL<<ure. Still, even here the restraints of prosody that 
hampered the antique music as also its near relation the Ambro- 
tian chant, were thrown off. The liberation of music from the 
shackles of metrics, says Dr. Ambbos iGeschichte der Musik, 
Vol. II), severed the tie that had up to that time bound the Chris- 
tian music to the antique, and the deep significance of St. Geeo- 
ohy'b musical reform lies in this, tliat music was now actually 
einaiioipated from poetry, in which it had hitherto made its ap- 
pearance dependently, almost as integrant part. 

The primacy that Pope Geegohy the Great had acquired for 
the Homttn church brought about an ever greater spread of Chris- 
tianity and simultaneously of the music connected with public 
worship. Both found an energetic protector in Charlemagne, that 
enlightened ruler who was able not only to subjugate nations 
resisting civilization, but also to elevate them intellectually. Rightly 
understanding that only the benefit of a higher culture could avail 
to reconcile permanently the conquered nations to his rule, he 
founded schools throughout the whole of his extensive kingdom, 
among which those at Metz, Soissons, Fulda, Mayence, Treves and 
St. Gall soon attained to high renown. At all these schools music 
was cultivated equally with the other branches of learning, prin- 
cipally as a science; but from the practical side also it was zeal- 
ously fostered by the emperor, church-song as well as secular 
music. He caused his secretary Egimhard to compile a collection 
of the heroic songs of his time, which unfortunately is lost; he had 
his daughter instructed in music three hours daily; he himself 
never failed to take part in the singing during public worship — 
in one of his portraits he appears in Uie midst of the choristers 
— and he repeatedly sent to Rome for chanters, that they might 
by their example refine the rough voices of his Prankish singers. 
Thus was the art of church-song enabled to develop itself more 
and more abundantly in the north of Europe also, especially in 
the school at Metz, which became greatly celebrated for its style 
of singing. 

Of these art-missionaries sent Irom Rome there were two 
thai laid the foundation for the musical splendor which the mon- 
astery of St. GaUi radiated during the period of intellectual 
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darkness from the eighth to the twelfth century. Petros and 
RoBUtms were the names of the two singers who, by commaDd 
of the Pope, and provided with an authentic transcript of the so- 
called Antiphonary — a collection of church-song prepared by 
St. Greoobt — made a pilgrimage to the north for propagating 
the musical gospel. In crossing the Alps Romands fell ill, and 
it was only with difficulty that he reached the monastery of St. 
Gall; but here he was so affectionately cared for by the monks 
that even after his recovery he could not make up his mind to 
leave the hospitable abode, and — having obtained the Pope's 
permission — remained there to the end of his life, with him 
the Antiphonary, which to this day is preserved in the monastic , 
library at St. Gall. From this time forward begins among the 
monks of t^e monastery an unusually earnest scientific and artis- 
tic activity, the results of which are recorded by the chroniclers 
among them, most diffusely by Ekkehabd* the fourth of this 
name, in his "Casus S, Galli", written about A, D, 1000. Much 
was done for the cultivation of music by the two Notkees espe- 
cially, the one with the surname Labbo the large-lipped), as 
author of the oldest treatise on music in the German (old High- 
German) language, the other, Noteeb Balbclus (the stammerer), 
as inventor of a new art-species, the Sequences, The nature oi 
this kind of melodies is indicated by their name: they were origin- 
ally appendices, long-winded coloratures, with which the last tone 
of the "Hallelujah" was ornamented. These coloratures, which 
originally were improvised, grew in time to be regular melodies, 
to which, for better memorizing them, words were adapted. One 
of these melodies arranged and supplied with text by Notkeb 
Balbulds, has not only been retained in the Catholic church- 
service but also passed over into the Protestant Lutheran) choral- 
song: it is the sequence "Media vita in morte aumus" (in German, 
"Mitten wir im Leben sind von dem Tod umfaugen": in English, 
In the midst of life we are by death surrounded"), to the writing 
of which NoTKEE received the impulse when on a ramble in the 
wild chasm near St. Gall, the so-called "Martiustobel" (Martin's 

* TiClOH ScHEFFKL has Utilised the accounts given by Uiia historiaa foi 
» vivid description of the monastic life at St. QbU in bia lomanee entitled 
"Ekkehard". 
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glen), at the sight of & workman who was killed there whila 
building a bridge. 

Besides vocal music, instrumental performance also was in- 
dustrioasly practised in the monastery of St. GtALL. Of the monk 
TuoTiLO the chronicle relates that he plajed quite skilfully on 
Torious kinds of wind and stringed instrument, and instructed 
the young nobles of the neighborhood in the use of them. Here, 
w in the Korth generally, instrumental music was sure to find 
many lovers for the reason that the climate was less faTorable 
than that of the coantriee of southern Europe to the development 
of the vocal organs, and consequently the sweetness of the Italian 
singing was denied to the northern voices. That in this respect 
the singers of St. Gall also, for all the ripeness of their musical 
culture, had to stand in the background, ie shown by the worda 
of a traveller from Italy who, after an evening musical performance 
during his stay in the monastery, wrote in his diary: "The men 
this side of the Alps, though they make the thunder of their 
voices to roar towards heaven, can never mount to the sweetness - 
of soft modulation. Truly barbarous is the roughness of these 
throats, hardened by drink; when they try, by lowering and rais- 
ing the tone, to sii^ with sweetness, nature, shudders, and it 
sounds like a wagon rattling over the frozen pavement in winter- 
time". 

The author of thia sharp criHcism hardly dreamed, perhaps, 
that the northerners so despised by him had a mission to enrich 
music with one of its most important accessories. It was in the 
north of Europe that that element was to be developed which may 
be regarded as precisely the characteristic feature of the modern 
as distinguished from the ancient music, viz: polyphony. The 
following section will show how insignificant were the genus from 
which — only, it is true, after the lapse of many centuries of 
hard labor — the art could slioot forth whose climax is indicated 
by tiie name of Palestriha. 
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THE BEGINNINGS OF POLYPHONIC MUSia 



Before we more closely consider the advaacea made in muale 
by the northern nations, ve must make mention of another people, 
which during the centuries of mediEeval storm and stress exercised 
a fostering influence — if not specially upon music, at least — 
upon the development of culture in general, viz: the Arabians. 
The capacity of this race to participate in the intellectual labor 
of humanity is indicated even by tiie writers of antiquity. But 
these qualifications attained their full development only in conse- 
fueuce of the religious and social reform brought about by Mahomet 
(A. D. 622); under its influence the Orient was able to lift itself 
vithin a short time to a plane of civilization to which Europe 
vaa to attain only after centuries later. Nor did it suffice to the 
l'>llower3 of Islam to establish only on their native soil sites 
which, like Bagdad and Damascus, spread over the world the 
fame of oriental culture and civilization; in the very next century 
they were impelled to propagate the doctrine of the prophet even 
beyond their own part of the globe. In a trice Horth-Airica as 
far ae the Pillars of Hercules was subjugated, and after crossing 
the Straits of Gibraltar (A. D. 711) an end was put to the Gothic 
rule in Spain, which had already been strongly shaken by party 
quarrels. The kingdom of the Caliphs arose from the ruins and 
attained with surprising rapidity to a high political and intellec- 
tual prominence, and its capital city Cordova was soon able to 
take rank with the previously mentioned centres of culture of the 
Orient. The Arabians distinguiahed theraselvea pre-eminently by 
fostering the sciences, in which the numerous Jews residing in 
Spain could aid them all the more effectually on acconnt of not 
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being, for their part, impeded in their intellectual sctiTity by any 
kind of material pressure, as they were later, in consequence of 
religious fanaticism under the Christian rulers of the land. 

For the rest of Europe the soTereignty of Islam in Spain 
came to be of great importance through the circumstance, above 
everything else, that by the agency of the scholars residing in 
Spain the rest of Europe became acquainted — primarily, to be 
sure, in Latin versions only — with the literature of Grecian 
antiquity. The artistic influence also of the Spanish Arabians on 
the neighboring peoples cannot have been insigniiicant, to judge 
by their performances in the domain of architecture, whose im- 
portance and unique character are attested by the monuments 
which are still extant, especially the grand mosque at Cordova 
and the royal p^ace of the Alhambra at Granada. From doing 
as much for music the Arabians appear to have been hindered by 
that medley of soberness and grotesqueness which characterizes 
oriental art in general. The same spirit of restriction that is seen 
in the ornamentation of their edifices, and which, for keeping 
inviolate the law of the Koran gainst symbolical representations 
of natural objects, changes every ornament into mathematical 
figures — called, after their inventors, arabesques — this spirit 
is. expressed in the oriental music also with its exuberance of 
ornamentation, and hinders it &om attaining to solid structures. 
Just as little, however, aa the practical music of the Arabs, was 
their musical theory (although, as Dr. Ambbos Boya, not a whit 
behind that of the ancient Greeks in subtiety and intricacy] able 
to afford any starting-point whatever for a musical reorganization. 

To labor creatively in this sense was reserved to the Nationa 
of the North. If nature had denied them the euphony of the 
southern voices, they had received, in compensation, the talent for 
tone-combinations of every kind, in a higher degree than the in- 
habitants of southern Europe. Let us here once more refer to tlie 
significance of instrumental music in relation to that talent. In 
the first place the instruments afforded, with their fixed number 
of strings, or — in the case of wind-instruments — holeS; a much 
surer foot-hold to theoretical speculation than the human voice, 
which can wander through intervals of infinitely different extent; 
but the infiuence of instrumental performance upon musical com- 
position was in a high degree stimulating and puri^dng, first, 
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because the instrumenta allow to the composer's imaginahoii &ecr 
play thaD the vocal setting, cramped by the limited compass of 
the human voice ae also by the text: then too because a piece 
of music without words has quite special need of inner coherence, 
HO as not to degenerate into empty trifling. We may accordingly 
aasame without hesitation that polyphonic music took its starting- 
point not from the land of song but from that of instrumental 
music, and that it was practically executed on instruments loi^ 
before any one began to apply it in song or to treat it theoret- 
ically. 

The correctness of the latter assumption is vouched for mor'«- 
over by the nature of the bow-instruments as they appear on 
the oldest monuments. The viols here I'epreeented have mostly 
three strings ; but as the bridge is flat and the depressions intro- 
duced in the modem violin-body are lacking, the bow necessarily 
had to touch aU three strings at once, thus producing a tone-com- 
bination like that which is still heard on the Scotch bag-pipe and 
the hurdy-gurdy of our time: on the highest string a melody was 
played, while te two lower ones sustained the key-tone and its 
Fifth, after the manner of an "oigan-point". That the first attempts 
in polyphonic singing, originally improvisations of a second voice 
to a melody of the Gregorian church-song, were instigated by the 
playing of such instruments is indicated by the name applied to 
them — "ars organandi" (literally, art of "organating"*) for in 
early mediseval times by "Organum" was meant any species of 
musical iuEtrument. And for the same reason the word "organum" 
was applied to the art of polyphonic composition, at the time that 
it found in the Flemish monk Hucbald, or Ubaldus [died A. D. 
931) in St. Amand's monastery, Flanders) its first theoretical re- 
presentative 

Hucbald's doctrine of the Organum, or — as he also calls 
it — Diaphony, treats of polyphonic music, and that not only as 
the mere singing in Octaves or the occasional concent of a second 
tone, as had been practised by the Greeks, but as the simultane- 
ouB sounding of different tone-series, — in a word, as that 

" A btirbaroti£ Englisli word coined from a barbsroas Latin onginal. The 
eqiression "oi^anisiog", in common use, seems to me hftrdlj appropriate herft 

Tranalator. 
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which at the present day we mean by the word "Harmony".* The 
interval best adapted to such progressions was found by HncBALD 
to be the Fifth, ahready acknowledged by the ancients aa s con- 
sonance, and accordingly he began by making two voices move 
in parallel Fourtha or Fifths. Next, by doubling the lower voice 
in the upper Octave he obtained a three-voiced setting and par- 
allel Fourths, and Fifths, and finally, by doubling the Fourtha 
or Fifths, a four-voiced setting.*" 



* Id kntiquity by "Haimony" was underBtood every regular tone-eeriM; 
even toward the close of the Middle Age the Netberlaoilic musiu-theorist 
TiSCTORia defines hannony as "Uie same as melody". — Of HuCB&LU'a Oi^*^ 
num it has been maiattuaed of late that it is not to be regarded as bamiony 
(in the modern sense of the word); that its tone-series moving in parallel Fifths 
were not meant to be simultaneous but successive. The alleged proofs of this 
a-ssertion are, first, the offensiveness, to the musically cultivated ear, of par- 
allel Fifths; and secondly, the Latin predicates "pnecedens" and "eubaequens" 
respectively applied to the two tone-series by the writers of that time. To 
the first point, it is answered that musical taste changes; hence what is offen- 
sive to modem ears may have been agreeable to those who lived a thousand 
yearb ago. As to the Latin words it is to be observed that they may mean 
not only "preceding" and "subsequent", but also "principal" and "imitating". 
Id the present case they have undoubtedly the latter meaning, for Hucsald'b 
mission, and that of the Middle Age in general wai — not to revive the an- 
cient antipbonal or responsive singing, but to establish a theoretical founda- 
tion for an entirely different liind of music, viz: for the simultineouB combi- 
nation of the intervals and for the conneiion of these tone-combinations. 

■■ Examples of this curious system, as illustrations of the beginnings of 
haimony, are lacking in the origin^ ; I have therefore given the following ones, 

Trarttlafor. 
Two-voioed. 

/■ roMi I' r:m , ^ „ , _ 



^^^^m 



in o-pe-ri-bus su-is. Tu Patris eem-pi-temus es Fi-U-na. 

Three- voiced. 
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If we haTe here merely a purely mechanical tone-comM- 
nation, onother kind of Oi^anum, called "oblique",* exhibits an 
approach to artistic form. This latter kind is invariably only two- 
voiced, and consists partly of parallel Fourths, partly of oblique 
motion, the lower voice, that is, remaining on one lone while the 
upper one forms with it a Second, Third, Unison, etc.** True, 
even this did not contribute much to the advancement of the new 
art, although HuCbald himself had no doubt as to the glorious 
effect of his Organum. "If two or more of you" — he says — 
"shall sing together with discreet and barmonious strictness, each 




* In coDtradiatinctioii, that is, to the first kind, in which, as the ei am- 
plea show, the voices move invariably in strict paraUcIism. Translator. 

•* In this system parallel Thirds were strictly forbidden, which need not 
■eem so very strange to u9 when we consider that according to the system 
of tuning of that tima every major Third was too sharp and every minor Third 
too flat. Hence the Third was regarded as a dissonant interval. As the original 
of this work gives no example of this kind of harmonization, this defect is 
hneby mode good. Translator. 

Two-voiced. 
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carrying his own part, yon will notice a delightful concent arieing 
from this blending of tones." — With similar meagre results (as 
we of our day should put it^ Hucbald had to be satisfied in his 
Btteoipt to improve musical notation. The marking of the tones 
by means of the first seven letters of the alphabet, which was 
nsual in his time, having been introduced by Gkeoobt TRB Gkeat, 
could no longer suiSce for the higher aims which music hence- 
forth pursued , any more than could the so-called iVe urn ev, a kind 
of notation which probably arose from the accents of the Gtreek 
written language. This notation, consisting of countless characters, 
dots, little strokes and hooks, had, to be sure, this advantage 
over the letter-signs that it could represent the height and depth 
of the tones, yet the position of the several tone-signs was. in 
the absence of a system of lines stafl), so indefinite as to allow 
the nioBt diverse readings. Hucbald'b first attempt at reform in 
this sphere, scarcely more than a modification of the Greek letter- 
notation, necessarily failed of success for the very reason that here 
no provision was made for the need just alluded to, the symboli- 
lation of the rise and fall of the tones. This service was rendered, 
it is true, by a system of notation afterwards proposed by him, 
having a staff on which the text-syllables were piled up and 
the tone-degrees indicated by the letters T [Tonus, whole step) 
and B [Semitonium, half-step} at the beginning of each space; yet 
this system was just as little able to supplant the neume-notiition, 
especially on account of its clumsiness, as exhibited iu the follow- 
ing example,* ^ j 



TF l.| u| 


T I 1» 1 1 1 


If 


» 




Tf 




a 


follows into modem 


notation. 


^.^1^^^^ 


j=^ 


£2^g^ 



Al - le - In - i ■ 



• The Bigna fotrnd after the letters T and 8 belong to HoCBAUi'e >bov»- 
mentioned first attempt nt reform in music-notation, and are fully explained 
by H. BelLEHMMW, in the AUgemeine mmikalitehe Ztittng (Leipsio), 16(18, 
No. 37. 
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It was not till & centurj later that the need of an intelli- 
gible miisic-notatinn was supplied, through the agency of Guido 
d' ARb:zzo, who was the firet one to use a staff of four lines, 
employing not only these but also the spaces, and thus gaining 
for each tone of the diatonic scale its own £zed place. He car- 
ried out to a conclusion the attempts of his predecessors, who in 
utilizing the lines had not followed any fixed principle, and thus 
he became the creator of the system of notation still in use at 
the present time; for now ensued a simplification of both the 
number and the form of the neume-signs, which finally after all 
sorts of modifications were transformed into the modem notes, as, 
for example, the virgula [a figure resembling a comma) into our 
modem quarter-note. — Still ' greater, at least, among his con- 
temporaries, was the reputation acquired by GciDO on account of 
his method of teaching singing, by means of which, as was as- 
serted, the pupil could leam in three days as much as previously 
would have required as many weeks. This method consisted in 
drilling the learner in an unknown melody by comparison with 
another one already known to him. As such a typical melody 
GuiDO recommended a certain hymn whose separate melodic phra- 
ses — or, in modem language, "measures" — form, in their initial 
tones, a diatonic scale. The text-syllables respectively correspond- 
ing to these initial tones are: ut, re, mi, fa, nol, la* which casual 
circumstance gave occasion to the Romance nations to name the 
diatonic scale after these syllables (the s/, for the seventh degree, 
was added later in France, after the octave-system had been gen- 
erally accepted). The advantage which precisely this hymn offered 



* This hjum, in which die singers b^ St. John tlu Baptist to delivet 

diem from hoarseness, runs thus: 
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the pupi) was a twofold one, as it Dot only afforded him oppor- 
tunity to memorize the scale, but was also calculated to quicken 
tie ear for "the difference between the church-modes, for which 
latter, as for the melodic phrases of the hymn, the varying posi- 
tion of the intervals forms the characteristic feature. 

The success of this method waa so great that even tJie Pope 
(John XIX, t024 — 10113} wished to learn it, and invited its discov- 
erer to Rome by three messengers, received him on his arrival 
in the most friendly manner and did not rise from his seat till 
he had correctly learned a melody previously unknown to him, 
and thus experienced personally what he had hardly been willing 
to believe on the word of others — as GuiDO narrates in a letter ^ 
to his friend and fellow-monk Michael. A great part of Guido's 
success must, however, be set down to the score of his personal- 
ity; for although he belonged, like all other representatives of 
art and science in the Middle Age, to the clerical state — at 
first in the monastery of Pcmposa near Ravenna, afterwards in 
that of the Benedictines at Arezzo — yet he by no means 
restricted himself in his labors to the cloister-cell, but exerted 
himself unremittingly in order that his musical achievements 
might accrue to the advantage of the whole world. He is mainly 
distinguished from all Ms contemporaries in that he was a man 
of the people, and as such he was praised by the grateful voice 
of the masses for centuries after his death, and even far above 
his desert. In fact, a whole series of inventions belonging to later 
times are ascribed to him by the musicographers even of the 
preceding century, among other things the so-called harmonic or 
Guidoman hand, which appears from the 12^'' century onward in 
1^1 musical instruction-books. The object of this invention was 
to .enable the student to learn the names of the tones employed 
in Cc^'iDo's time, each one of these, except B flat and ee, being 
assigned to a place on one of the nineteen joints of the human 
hand (the finger-tips being included): the upper joint of the thumb 
took Gamma (1*), then downward [A, B,) then across {C, D, E, I), 
up the Uttle finger (G, a, b), along the upper joints of the next 
three fingers [c, d, e), down the little finger again (/, y), and so 
on, in a circle, up to the highest tone but one; the laat, ee, Itad 
its place above the middle &iger. 
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Of incomparably greater value ia another inreDtaon Bscribeil 
to GuiDO, the system of Solmisation [Sol-faing], which deserves 
to be mentioned here for the special reason that it was held in 
high esteem by practical as well as theoretical musicians long 
after the Middle Age. The Solmisation or Herachord-Kyatem di- 
vides the tone-series (extended soon after Goido to 20 tones) into 
aeven groups of six degrees each, called Hexachords, the several 
tones of which are called ut, re, mi, fa, sol, la. These Hexachorda 
are, however, not joined together as the Octaves are in our 
modem system (for this would give a series of 42 tones), but 
overlap each other; the lowest [the so-K;alled Hard Heiarbord) 
embraces the tones F (Gamma,* or G, the tone added below the 
scale originally beginning with A), A, B, C, D, E\ but alreadj 
on the fourth degree, C, begins a new one, the Natural Hexa- 
chord, viz: C, D, E, F, G, a, and on the fourth degree, F, of 
this Hexachord a third, the Soft Hexachord. The last designation 



* This tone being called gamma-ut, originated □ 



r English word gamut 
Translator. 
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has no reference to the iaterral-succeasioii, which is here the same 
u in the two other Hex&cliords, hut to the "soft iJ" (our Ji flat, called 
B molle), a tone inserted in the scale to make the half-step occur, 
M OBual, between its third and fourth tones, and thus to avoid 
the BO-called Tritone, or major Fourth, f — b. On the next de- 
gree, G, ie then repeated the "Hard" Hexachord, then the "Natural" 
•nd the "Soft", closing with the seTenth Hexachord, which aa being 
the highest is called super-acuium, whilst the Hexachords of the 
lowest Octares are called grave, those next abore them acutum, 
AU thii ia iUnstrated in the foUowing figure* 
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* 1 hive giren the illustration in tlie form found in Grove's ■DictioDai) 
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The attachment to the tetrachord-system of the Greeks BeemB 
to have been one reason why the octave-system was not already 
adopted and a kind of transition by means of the hezachord waa 
preferred. Nevertheless the %ol-faing, in that it lays stress on the 
intimate relations between the principal key and its collateral keya 
(Tonic, Dominant and Subdominant), was by no means unimportant 
for the evolution of the modem music-system, and it is no wonder 
that even at the beginning of the last century it found ardent de- 
fenders, among them the excellent organist Bdttstedt, of Krfurt. 

Despite the improvements in music-notation introduced by 
GciDO OF Abezzo, one imperfection still adhered to it which with 
the advancing cultivation of polyphonic music was necessarily more 
and more keenly felt — the impossibility of indicating the duration 
of the tones. If two or more parts were to be sung together, 
their relative proportion had to be accurately determined, in regard 
not only to the pitch of the tones but also to their time-value. 
The first writer to give information regarding the rules to be 
observed in "mensural" music is Frasco op Cologne (about A, D, 
1200). Like all his predecessors in the province of music-theory 
he too follows the Greek tradition and admits at first only two 
note-values, the long and the short note [lofiga ■ and bretiin •), 
corresponding to the long and the short syllable of the ancient 
prosody. The union of these two notes, the shorter of which has 
half the value of the longer, gives the so-called modus, which 
appears either as trochee ( — j or as iambus [■'— ), and is always 
tripartite. This explains why in the earliest period of mensural 
music the three-part rhythm alone found application, and, after 
the two-part rhythm also came into use later on, was called "per- 
fect", the latter "imperfect". In carrying out his system farther, 
however, Franco forsakes the ancient traditions, for here appear 
as new note-values the double long [maxima u] and the half short 
(semibrevis <). With these signs, to which are to be added those for 
the rests, which also are mentioned for the first time by Fkanco 
it was now possible to note down a rhythmically variegated piece 
of music. The mensural notation labored, however, under the im- 
perfection that the value of the notes depended not only on their 



of Music »nd Uusicians'' (Art "^eiacboid"), U bemg c'earer than that in 
nrigimd. Trarulator. 
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thape but also on their position in regard to the neighboring note. 
Thus, a long alone filled a tripartite meaaure: but if followed bj 
a short, or breve it became bipartite and together with the latter 
formed a measvire; if followed by two breves it again became 
tripartite, the two breves then forming together a tripartite meas- 
ure, in this way, that the first one had the value of one part, 
the second one, of two parts * 

Alter Franco of Cologne the greatest services in the devel- 
opment of mensural music were rendered by Mabchbttus of 
Fadda (end of the IS"* century) and Johannes de Mubis, doctor 
of theology at the Paris university (begiimiiig of the 14*'' century). 
In the writings of these two learned masicians appears for the 
first time the prohibition of the parallel Octaves and Fifths so 
praised by HnCBALD for their sweetness, together with other rules 
which hare remained to this day in force for strict composition. 
De Mubis is said also to have first applied the word counterpoint 
(»'. e., "point against point",** in Latin "punctus contra punctum") 
instead of the word "diseant", in use up to that time, to denote 
a two-voiced composition. The one-sided preference for the tri- 
partite measure is, to be sure, manifested by him; it is not till a 
century later that the bipartite measure is introduced in practical 
composition aa of equal right with the former, and thus the re- 
quired free space was gained for the farther development of 
mensural music. 

Let this little sufSce to give an idea of the helplessness of 
the mensural notation and the laboriousness of the intellectual 
work of the Middle Age in general, even at the time of the 
meritorious personages already mentioned. We are just in the . 
pahny days of the scholiatic philosophy, which from the time of 



• A thjtlmi of this kind ■ ■ ■ ^ ■ ■ expressed in modern i 

^'-j ai7 '" J— p^^i^- i g7 - | — J — ^ ^~ eeems, to be sure, to modern ears 

not ■ little Blj^nge on account of tiie clumsy limping movementi but taken in 

quick time J — g -~J j - J -J— J.— J J -- it loses this character, as is seen in 

manj examples of its applicaUon in modern compositions, as for instance tn 
the first movement of Beethoven's Symphony in A (No. 7). 

*' Thb refers to the ancient manner of notation b; pricking the paper 
thus forming points, which represented not«9. Trantlator. 
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Charlemaomb to the renTal of the ancient culture, thna six hoit- 
dred years long, ruled the world. Daring this period, in which the 
church, grown more and more powerful, had rendered both science 
and art tributary to herself alone, philosophical thought and dia- 
lectics are also found exclusively in the seirice of theology: phili>- 
sophy is regarded as the eerving-maid (ancilla) of religion, and 
eren the study of the ancient authors, especially of Abistotle, had 
for its sole purpose the scientific support of the edifice of Chris- 
tian faith erected by the fathers of the church. No wonder that 
under an intellectual tendency so unfavorable to the investigation 
of truth, humanity, in its endeavors ailer progress, should often 
go astray, and the inquirer not seldom lose himself in petty spec- 
nlation and trifles. Thus a HdCbald could hit upon the whimsical 
idea of composing ia honor of Ohables the Bald a Latin poem, 
"The praise of baldness", in which erery word hat the same ini^ 
tial letter — c — as the Latin word for baldness — calvities; 
thus too could the practical Guido recommend a method of com- 
position which consisted in substituting for each of the five rowels 
a tone of the scale, and then writing under the several syllables 
of a text chosen at option the tone corresponding to its vowel, 
whereby, according to his opinion, eveiy thing written was changed 
into song — a "manikin-melodization in the retort of the fire 
vowels", as Dr. AuBKOS has very happily characterized this man- 
ner of composing. Franco, too, is seen to be by no means free 
&om the scholastic usage of referring every thing to the church; 
as when for instance he maintains that the tripartite lonffa (^ is 
to be caUed the "perfect" because it took its name from the Holy 
Trinity, the absolute and true perfection. Bat Marchetto OF Padca 
even drags the christian doctrine into the dispute whether the 
tripartite long note should have the stem on the right or the left 
side, and setties the matter in favor of the right side thns: "As 
the right side in man is more perfect than the left, because it 
contains that which nourishes and perfects man, to wit, the blood; 
80 too a note with the stem at the right side is more perfect 
than one with the stem at the left. For this reason too, Christ 
willed to be pierced in the right side, in order to shed all hie 
blood for the human race" 

Still, for all the unfavorable conditaons of the time, the sta^ 
nation of the intellectual life was in appearance only ; slowly, but 
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■nrely, tke world moved forward to Ugher aims. ScbolasUdsm, 
too, had to contribute its share to the movement of mindfl, in 
that it made the objects of faith objects first of reason, then of 
doubt, lastly of scientific investigatiou. Indeed, the very Tagaries 
of the scholastics toll of thirst for light and the spirit of inquiry, 
vbich tmder the pressure, of circumstances could of conrse reveal 
themselves for the most part only in the petty manner just al- 
Inded to. But, just as science in consequence of these endeavors 
struggled up to new life, so did also art, particularly music- for 
vhich, after the accomplishment of the needful preliminary la- 
bors, that epoch of rich development began which is called, afttfl 
tlu B«iioit chiefl; concerned in it, th« netherlaQdift 
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IV. 

THE MUSICAL SOVEREIGNTY OF THE NETFIERLANDERS. 



Throngh the labors- of a Hccbald, k Guido and a FbancO 
the soil in -which h genuine art-music could grow up was, indeed, 
prepared, yet it was a considerable time before the first bads of 
such a thing ventured to show themselres. The European nations 
were still too deeply sunken in lethargy and barbarity to allow 
to art free space for its development; when all at once an event 
happened which powerfully transformed not only the religious and 
political situation, but also the collective intellectual life of En- 
rope that is to say, the Crusades, beginning in 1096. It was not 
only to the members of the religious and the knightly orders that 
the summons of a Peteb op Amiens, a Behnard of Claibvaox 
for the rescue of the holy sepulchre from the hands of the in- 
fidels was addressed ; to all who should join the expedition eternal 
salvation was promised, and in consequence of this, multitudes 
belonging to the most diverse conditions of life who were eager 
for the . adventure took part in the march to Jerusalem, as in a 
general pilgrimage. For the great majority of the Crusaders, 
however, the impressions and experiences gained in the East must 
have had a lasting effect, since, as has already been mentioned, 
the civilization of that country was, even from the reign of the 
Abassides, especially of the caliph Haroun Al Raschid |A. D. 800), 
who belonged to that dynasty, in every respect superior to that 
of the West. Similarly, the singers and instrumental musicians in 
the retinue of the Crusaders found in the East rich inspiration 
■nd nutriment for their art. For, although the oriental music 
— like that of the Arabs in Spain — was of its very nature ill- 
adafited to tlie solution of ideal art-nroblems. vet the sintrintc- 
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Biethod of tiie orientals with its characteristic ridmeas of oma- 
mentation, as abo their musical instruments the lute and the guitar, 
which had been unknown to the Crusaders, moreover the noisy 
instruments used in the Saracen military tnosic, the drum and the 
kettle-drum. — all these elements, oiler they bad been introduced 
into the western music, necessarily gara the latter an altered 
character. 

Still more important appears to be the enrichment experienced 
by the poetry of the West in consequence of the Crusades. The 
separation — often for years — from home and family brought 
•bout a deepening of the emotional life till then unknown; a new 
Bpecies of poetry arises in which the feeling for chivalry and love- 
service (Minnedienst) finds its expression, the eo-called gat/ science 
{gaya ciencia), indigenous especially to the soil of Provence, fin- 
Tored as it is by a happy climate and the lively disposition of its 
inhabitants.* Here the grandees of the land devoted themselves 
to this science, the first being oount William of Poitieks (1087 
— 1127), afterwards kingTHiBAOT OP Navirbe (1201 — 1254), these 
however, always only as originators of songs, whence they were 
also called Trouvires (from the French "trouver"^, a word which 
has become in our English tongue (more identical with the 
Italian synonym "trovatore") Troubadours. The execution of the 
songs composed by them, as also the instnunental accompaniment 
of them they handed over to the so-called Mijislrels (derived from 
"ministerialis", from the Latin "minister", a "helper"), also called 
Jongleurs (frvm the Latin "joculator", merry-maker), who belonged 
to a lower class of society and were often ranked with buffoons, 
as is seen in a contemporaneous sculpture of the church of St. 
Qeoige at Bocherville near Kouen, representing among a group 
of instmmental musicians a human figure walking on his hands. 
An exceptional position among the troubadours is occupied by 
Adah de la Hale, called after his deformity and his native place 
"the humpback of Arras", inasmuch as he unites in his person the 

* The cradle of this art ma}' probably be held to be the conrt of the 
ma^iaves of Barcelona, whose kingdom, founded by Coaklemaone as a rampart 
•gainst the Ai&b doniuion in Spain, stood in intimate political and int«llee- 
tnal relatjons with southern France, especially with Provence, but was at the 
aame time directly exposed to the influence of Arabic civilization, which also 
on its part had an important shore in the development of Provencial song. 
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composer of songs and the executive musician. He was moreover 
well Versed in the strict art-forms also, eo far as they had then 
been developed, and ranks among the first musicians who under- 
took to compose four-voiced vocal pieces. A lately discovered 
vaudeville by him, "Robin and Murta?'", the subject of whicli is 
the naive description of a rustic love affair, was pertbrmed in 1 282 
at the court of Robert the second of Artois at Naples, and is there- 
fore the oldest specimen of dramatic art in France, for which 
reason Adah de la Hale is rightfully indicated in the history of 
French literature aa the founder of comic opera. 

The same intellectual current that in the case of the Romanic 
peoples bad called into existence the art of the troubadours, ex- 
pressed itself among the ancient Germans who had remained un- 
mixed in Germany, in the form of erotic poetry called in their 
tongue MinnegeiUhg.* The "minnesinger" differed, however, from 
the troubadour in that he himself sung his songs and accompa- 
nied them on an instrument, usually a small three-cornered harp, 
such as is often seen depicted in ancient manuscripts, among 
ethers in that of Godfrey of Sthasbukg's Tristan and Isold", be- 
longing to the first half of the 13"' century, in the court-library 
at Munich. Moreover tlie minnesingers did not belong, as the 
troubadours did, exclusively to the knightly order; of the singers 
parti cipatiufT in iha SiingerJci-ieg aufder War^fiwry (contest of singers 
on the Wartburg), in 1207, under landgrave Hermann of Thuringia, 
WoLll'RAM OP ESCHENBACH, WaLTEK OP THE VoGELWEIDE, HeIN- 
RICH SCHREIBBE and HciNRiCH OP ZwETZSCHiN were, as the chron- 
icler puts it, "kcightly men", oi. the other hand Biterolf wa* 
one "of the landgrave's houpfihold servants", and Heinrich of 
Ofterdingen a .bui^ess of Eisenach. The musical difference of 
the German Minnegesang or love-song from the song of the trou- 
badour consisted in this, that the latter made the text subservient 
to the melody, whereas with the former the poetry becomes the 
principal thing and the characteristic song-melody is supplanted 
by the recitative style of the ecclesiastical chant. 

This predominance of the poetical over the musical element 
it exhibited also in the songs of the Maslei-stnt/era, who under- 

*) From 'Itlinne", love, and "Qesang", lODg. It is generally englished 
^'iSiaatBoaff. Translator. 
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took the care of art after it had passed CTer firom the knighU; 
singers to the burghers and respectable artisans. According to 
F. H. vOK DEB Haoen ("The Minne-singers and Song-poets of tho 
13'\ 14"' and 15" centuries". Leipsic, 1838. Vol. IV, p. 853 seqq.), 
by the so-called "tones" of the master-singers are meant not only 
the song-melodies themselves, but also the metrical schemes, 
hence tliey have special reference to the poetry. Concerning the 
interior economy of these singing- societies oi^anised after the 
manner of a guild, we find copious information in Wagenseil's 
book "Von der Meistersinger holdaeligen Kusf ("Of the delightful 
art of the Master-singers") published 1097 in Nuremberg, and in 
our own time RiCHAED Wagner has renewed the memory of the 
Master-singers in his poem bearing that title. In these works we 
are made acquainted in the first place with the Tabulature, by 
which is meant the whole body of laws for the government of 
the guild. The members are divided into three classes : whoever 
has learned the various "tones" is a "singer"; a higher degree, 
the rank of a "poet", is attained by him who composes a new 
and suitable text to one of the tones; but to acquire the dignity 
of "master" the union of both faculties, the poetical and the 
musical, is requisite: 

"The poet who, with brain so witty. 

To words and rhymes, by himself prepared. 

Can shape from the tones a new strain or ditty. 

He is a "Master-singer" declared."* 
The conscientiousness and the zeal shown by the members of the 
guild in the observance of their laws can serve as a gratifying 
testimony to tlie feeling for art entertained by the German 
burgbt^rdom, even though the artistic results of those efforts have 
onlj oxtremely little value. The melodies of the Master-singers 
were like the church psalmody, monotonous and lacking iA expres- 
sion, although they were embellished at the cadencing sections with 
aU kinds of ornamentation. The relation of their music to poetry 
was as good as none at all; as a rule the tune was not deter- 
mined by the test, but vice-versa, the text by the tune; frequently 



" From Wagner's "Die Meistersinger von Nflmberg", englished by H. 
and F. Corder. I talte this opportunity of saying that the brothers Cordei 
have in my judgment admiraljly succeeded in the difficult task of reprodacing 
in English Uie wit and raciness of '^^'ag.neu's original. Tratalator. 
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the tune was composed first, and after it was found to be free 
of faults the author was required to make a suitable text to it, 
upon a determined biblical or spiritual subject. With this homely 
manner of art-education, which moreover is manifested in the 
strange names given to the tunes — there was, for instance, "an 
Over-short evening-red tune", a '^lack ink tune", a "Short monkej 
tune", a "Gormandizer-in-secret tune", etc. — neither poetry nor 
music could specially thrive. Yet the master-ainger schools had 
unquestionably a good effect on the morality of their members, 
and much as we may feel repelled by the pedantry inherent in 
tlieir artistic efforts, yet on the other hand the tendency of these 
simple uatores, aiming at the ideal in the midst of all the worry 
of common-place life, deserves the warmest recognition. This view 
is taken by Kichabd Wagneb also when he makes his master- 
(singer Hans Sachs (1495 — 1576) answer as follows the question 
as to the rules of the Quild]: "By what man were they first 
devised T" 

'^7 certain gorelf troubled masteis, 
Tlieir hearts oppressed by life's disasten; 
By Buffering overweighted, 
A model they created, 

That they might take 1^ 
And ever make it 
A memory of yonthful love. 
In which the Bonl of Spring should move."* 

The schools of the Master-singers fell, after the Thirty Years' 
War, more and more into decay; only those of Nuremberg and 
Strasburg maintained, up to the close of the preceding century, 
s certain importance. The German master-song did not actually 
come to an end before 1839, when the last surviving members of 
the School at Ulm handed over their corporation badges to the 
Liederkranz of that city and thereby dissolved their guild. The 
master-singers were moreover of advantage to the music of their 
time in this respect, that, after their example the imtrumental 
musicians also united ih corporations oi^anized like guilds, gave 
op the wandering life which they had previously led and took up 
a permanent abode in the cities. Thus arose, as early as 1288, 
in Vienna a society under the name of the "Nicolai-Brudersckaffy 

* ^ie Meistersinger von NOmbeig". Oorder's ttanslation. 
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Mid in 1330 in Paris the "ConfrSrie de St. Julien des MHettrier^ 
(Minstrels), the Ifttter under a director with the title of "King cA 
the TiolinB" (roi des -riolons), whose rule continaed till the l?"" cen- 
tury, when it waa terminated by Lome XIV, after the last director, 
DuHANOlB n., had arrogated the jurisdiction over all the mosicians 
of Paris, inclnding the organists, and tbos brought on himself hii 
downfall. 

Side by side with the Minnesong and the Kaster-song, but 
independent of either, the Folksong (National Song) bad in the 
last centuries of the Middle Age been developed. The so-called 
Lunborg Chronicle, edited by the scribe JoHAimEa (1317 — 1402), 
gives the earliest details concerning the nature of the Folksongs 
and of the contemporaneous instrumental music ("pipe-playing, 
as it calls it), but unfortunately no musical specimens; these, 
however, are found in great number in a manuscript of the 15** 
century, called, after the place where it originated, the "Lochheim 
song-book". The melodies therein given are remarkable not only 
for the significant tone-leading and the skilfully organized rhythms, 
but also for the fidelity' with which they reproduce the subject- 
nutter of the poetry and give expression to that which language 
is unable of itself alone to utter. 

If now we return to the consideration of Art-music, we again 
see an ecclesiastico-historical event coincide with the evolutionary 
course of music — the emigration, necessitated by the political 
dismemberment of Italy, of the papal see &om Rome to Avignon 
(1305). Here, in music-loving Provence, the need of utilizing for 
the service of the Church also the musical advances made in the 
course of the ages could not but find rich nourishment. In par- 
ticular, the till then only timidly practised art of "Oi^anating" (see 
p. 28) is now, under the name of Discantus (song of two, i. e., two- 
voiced song), studied by the church-singers with more and more 
freedom and zeal, so that not unfrequently the dignity of the 
divine service seemed to be compromised by it. In vain did Pope 
John XXII issue a bull gainst the use of strange and umnelodic 
intervals in the Gregorian chant, "with the exception of certain 
more melodious consonances, such as the Octave, Fifth and Fourth, 
applied to the simple church-song, and even these on festivals 
only". It was not until the middle of the fourteenth century that 
the rules for the discant, which had already been lud down » 
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Century before, were fully recognised in practice alsi), owing chieSj 
to thp efTorta of Frenchmen and Netherlanders in the papal chapel 
who were specially endowed for this art, and herewith the abuse 
of 'jnprovising was for the time being kept within bounds. In this 
/•eriod originates the oldest example of tetraphonic, or four-voieed 
<hurch-music, a mass composed for the coronation of Charles V. 
•>t France (1364) by WilluM OF Machaud, who, as previously 
&J)AH DB LA Hale, constitutes the transition Irom the troubadour 
to tlie really schooled musician. Of the several voices of such a 
tetraphonic vocal piece, that one which sustained the principal 
melody, or (Junius firmus, taken firom the Gregorian chant, was 
called Tenor (from the Latin "tenere", "to hold") As this principal 
melody was assigned by preference to the clearer species of male 
voice, the name "Tenor" has adhered to this species although its 
original signification necessarily disappeared with the later devel- 
opment of polyphonic music. The counter-part, the Dincantui at 
Cantus, was also called Motetus, from the French "mot", i. e., 
sentence, or motto, inasmuch as it was usual to employ for this 
voice a motive borrowed from some popular song, the text of 
which bore some relation to that of the church-melody. The third, 
highest voice was called Triplum (whence the English expression 
"Treble" for the soprano part of a tetraphonic vocal piece), and 
the fourth additional voice, Quadruplum. The two latter voices 
•re, however, occasionally called, respectively, Supenus and Con- 
tra- tenor. 

A form of three-voiced song had already, under the name of 
Faux-Bourdon (in English "Faburden"), found favor with the papal 
singers; it is thus described by the Milanese theorist Franchisos 
Oafor died 1522): "When the Tenor and the Cantus more in 
one or more Sixths; the middle voice, to wit, the Contra-tenor, 
always sustains the Fourth under the Cantus and the upper Third 
against the Tenor", Accordingly, the Faux-bourdon is nothing else 
than a series of tiextachords chords of the Sixth), and although 
more euphonious, yet not less mechaoical, than Hucbald's "Orga- 
num". Its name is explained in various conflicting senses by the 
writers of the Middle Age; the designation "False Bass" (Faux 
Bourdon) was probably originally applied to the highest voice, 
for, although the doctrine of the Triad and its inversioDB was un- 
known to the musicians of the Middle Ago, their ear must hava 
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tsTtght them that the Third was by its very nature not adapted to - 
the Bass-leading and belonged properly to the upper voice .• — 
Other important innOTations of the 14"" century are; the use of 
Syncopation, by means of which the ear became familiar with the 
previously tabooed dissonances, as also of the resU in the prin- 
cipal melody (Cantus Firmus), which served the double purpose i)l 
mitigating the monotony of the constantly repeated chant, and if 
gaining for the accompanying yoices greater freedom of move- 
ment. But greatly as the art of polyphonic composition was pro- 
moted by all this, yet along side of it improeined counterpoint still 
remained a considerable time in use. This so-called "eontrapunto 
a mente", in which not only one voice but several improvised an 
accompaniment to the Cantus firmus, mast indeed have satisfied 
higher artistic requirements in exceptional caies only, as the severe 
criticisms of it by writers on music attest. Supposing, however, 
a concourse of singers sufGcientJy gifted and practised — for here, 
too, certain rules had to be known and observed — to produce 
an artistically correct polyphony, the performances of these contra- 
puntists "a mente" certainly appear incomparably worthier of esteem 
than those of the reproductive artists of our time, who are accus- 
tomed to have the composer write out for th^m not only the notes, 
but also the embellishments and nuances of the piece to be per- 
formed, in which case there can of course be no such thing as 
reproduction in the higher sense of the word. 

The period of the Netherlandic composers, which now fol- 
lows, beginning with the re-establishment of the Papal chair at 
Rome (1S76}, is opened by Welhelm Dufat, from the Belgian 



* Altogether different firom the above- described Faux-bonrdon is the sim- 
ilarly named manner of singing sUll in use in the Catholic Oliiirch, an ex- 
' ample of which, among others, is to be found in the celebrated "Miserere" o( 
AUegri {died I6[i2]. This species of Fatix-bourdon consists in a regular four- 
voiced setting, in which a Gregorian melody is bccompanied by three ruices 
in consonances onlj and in notes of equal value, thus without actual menxural 
division. Through this extremely simple hannoniiation the Gregorian Chant 
WU enriched by a new means of expression, without losing iu character of 
sublime simplicity. For the sake of completeness mention must here be made 
of Still a third kind of Faux-bourdon, having, again, nothing in common with 
the foregoing species, which is simply the execution of a Gregorian melody 
in the Bass, on the Organ, to which a singer improvises » figured counter- 
point 
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proTince of Hecnegau, vho, prolsably with many of his coiintrj- 
men, had followed the Pope from Avignon, and figures in a cata- 
logue of the singers of the Papal chapel in Rome, of the year 1 380. 
He is the first of all mediceval composers whose works shown real 
Btyle, He employs for the first time rests in the middle voices 
also, whereby melody and voice-leading acquire a certain inde- 
pendence. Here the imitations which Machadd only timidly intro- 
duced take the form of the Canon, then called Fugue, from the 
Latin "fuga" (flight), "Tjecause" — as the Hamburg musicographer 
Mattheson says — "one voice seems to fly away from the other 
and in that flight is pursued in a pleasant way"; whilst by Canon 
was meant a rule for the singer, the smnmary of the directions 
for deciphering the mensural notation, which was becoming more 
and more intricate. The origin of the methods of notation which 
were in favor with the Netherlandie composers, is to be sought 
in the fact that the newly acquired art of counterpoint was re- 
garded preeminently as a means of exercising the Si^acity of the 
composer as well as of the performer. Primarily the canonical 
imitations gave occasion for replacing the notes by signs. In the 
simple canon it sufGced to give the notation of hut one voice, the 
entrance of the other voices being indicated by a sign. New signs 
were necessary when it was first permitted to begin the imitating 
Toice in a different pitch frora the first voice; moreover, in the 
canon "by augmentation" and "by diminution", in which the tones 
of the second voice were to have double or half the length of 
those of the first At last there existed so many signs, not strictly 
belonging to notation, that a composition for many voices, even 
when these entered together, could be written dovni with but one 
series of notes, it being left to the sagacity of the performers to 
divine the composer's intention by means of the annexed signs.* . 

The words of the text were treated by the Netherlandie 
composers, in their one-sided contrapuntal zeal, with almost no 

* Sometimes the signs were supplied \>j mysterious teits, as: "Whoso- 
Kvet foUoweth me, walketh not iu darkness'", this being a vurting to the se- 
cond voice to pass over the hlaek notet of the fiist That these aids, too, irara 
oecasionall]' spumed, is proved b^ a "Eyrie" of the famous Oceeneeim, which 
Is prorided with a sign of Interrogation only, and requires the singer b> 
guess not only the entrance of the successive voices but also the meter clef 
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eonsideratioii; it safBced to write down, in a Mass, for instanca, 
the initial words, leaving it to the singer to adapt, in the farther 
course of the piece, the syllables to the tones as best he coald. 
With this agrees tlie practice, already mentioned (p. 46), of the 
mediteval vocal composers of having in a piece of muaic two differ- 
ent sets of words simg at the same time, one of sacred, the other 
of secular character The origin of this practice is easUv shown. 
The composers, in order to apply their whole skill to the cultiva- 
tion of the as yet undeveloped polyphonic style, found themselves 
obliged, before every thing else, to dispense with inventing orig- 
inal themes and to take, as subjects of their pieces, in the prin- 
cipal as well as in the counter voice, exclusively melodies already 
existing. But to employ, simultaneonsly with the Gregorian chant 
a second church-tune as counter voice, was hazardous, as the church 
had prescribed for each festival a special melody, so that it would 
be a disturbance of this order to make use of a different church- 
tune. Thus it came about that for every kind of sacred composi- 
tion the melody of a folksong was preferably employed for the 
connter voice. If at the same time the text was left untouched, 
the reason for this lay entirely in the indifference, already noticed, 
of composers with regard to the text in general. The reproach 
of frivolity, on account of such a mixture of the spiritual and the 
secular, applies as little to them as to the painters, for instance, 
of the 14*'' and IS"* centuries, who represented in immediate prox- 
imity to the Virgin with the Child Jesus the artist's family in the 
costume of their day. It belonged to the very spirit of the age, 
that the sacred was not profaned by contact with the secular, 
rather, on the contrary, that the latter was through the former 
lifted up and ennobled. 

Netherlandic art reaches a second st^e of development with 
OcKENHEiH, born 1430, at Termonde in Flanders, who is right- 
fully considered the father of counterpoint. With him the canon 
gains in extension and importance, appearing not only in the 
unison and the octave, but in the fifth and the fourth also. True, 
OcKBNH£iH too Carried the contrapnntal sabtletiea to excess; hence 
in most of his mtisic labored workmanship is painfully apparent, 
as, for instance, in a Motet for thirty-six voices, of which latter 
probably only six or nine were noted, each one taking the form 
af a canon for six or four voices, which could finally be sung 
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aimnltaDeouBly. At the same time, we notice in him, as often as 
be feels himself free from the constraint of polyphony, an ingenious 
design underlying the composition, and an aspiration after ex- 
pressive melody. 

The aehievementa of which the Netherlandic counterpoint was 
capable attained their climax in JosQUiN des PRi:8, bom H5i), at 
Conde in the north of France. He is distinguished from hia pre- 
decessors essentially by the boldness and freedom of his creation; 
he is the first in the long series of Netherlandic masters to show 
true geniality in hia works. He was not an over-strict follower 
of the existing rules, as hia pupil CocLius tells us, though he was 
thoroughly familiar with them and in his teaching rigidly enforced 
their observance. As creative musician he certainly made unre- 
strained use of the prerogative of geniiia to be a law to itself, and, 
with his perfect mastery of the forms, his artistic tendency to 
freedom was an entirely legitimate one. This opinion is expressed 
by LtJTHEB alao, who was one of his most ardent admirers, in the 
following words: "Josqdin is a master of the notes; they had to 
do as he willed, other composers must do as the notes will"; and 
of his compositions he says; "they are joyous, gentle and lovely, 
not forced nor constrained and not slavishly tied to the rules, but 
fi ee as the song of the finch". The pedantry clinging to the Kether- 
landic school is, to be sure, even in him by no means entirely 
conquered, and when he gives two musical settings, for instance, 
of the genealogy of Christ, once according to Matthew's gospel, 
again according to that of LuRE, here, aa a matter of course, a 
genial Sight is quite out of the question. On other occaaions, 
however, and even when, according to the fashion of hia time, 
be unites various melodies and texts in the aame piece, it is clearly 
shown by the expressiveneas of the muaical setting and its adap- 
tation to the poetry, how far he soars above his predeceaaors. In 
such cases, moreover, he and his school manifest the endeavor nt 
all events to apply texts agreeing in purport, as for instance in 
his Dii^e on the death of his master Ockenheih — "La deplo- 
ration de Jean Ockenheim" (given in Forkel's History of Music, 
Tol. n, p. 542), in which to the "Requiem Eetemam" of the tenoi 
(our accompanying voices sound in the vernacular the lament 
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"Kymphes dea bois, dresses des fontaines, 
Ch&ntrea experts de tontes nstioD^, 
Cbaoget tos toix fort cUirea et hautaine* 
En tna tranchanta et lameutatioua.'' 

Kb regards the attitude of Josquin'b music towards poetry, it is 
worthy of note that he was the first to recognize, besides the 
musical, also the esthetic TsJne of the dissonance and to apply 
the latter, consciously and intentionally, to the expression of pas- 
sionate emotions. 

From the period when it had become recognized as the task 
of the composer to invent not merely artificial tone-combinations 
bnt also expressiTe melodies, the musical mission of the I^ether- 
luiders was ended. If the other nations, rightly acknowledging 
their own inferior talent for it, had left to the Metherlanders 
alone the development of counterpoint, and also cheerfully con- 
ceded to them daring a century and a half all the musical honors 
in the capitals of Europe, they themselves now enter anew upon 
the musical stage, in the foremost rank the Italians, who soon 
nicceed in gaining for themselves the supremacy in the realm of 
music. The improvements which just at this time had been made 
in Italy in. the art of multiplying copies of music, likewise con- 
tributed in a remarkable degree to the revival of the musical life 
of the Peninsula. Already in Josqdin'b time Ottaviano Dei Pa- 
TEUCCi, named, after his birthplace, a town in the States of the 
Church, da Fosiombrone, had invented mnsic-printing with movable 
metal types. Until then the clumsy wood-cut notes, in vogue since 
ihe invention of printing (1440], had had to suffice, or, if elegance 
of style was required, those artistically ornate copies even now 
so admired had to be prepared, the possession of which could be 
afforded only by princely personages or ecclesiastical corporations. 
This latter case implied of course restriction to one single copy, 
to be used by several singers at once, whereby, notwithstanding 
the largeness and plainness of the characters, .correct performance 
was rendered difScult, especially that of polyphonic music, although 
here the voice were noted down — not under one another, as in 
our scores, but — each one by itself, standing next to each other 
orer the whole surface of the book. Petkucgi^s edition, the first 
of which, , a collection of 96 three-voiced and four-voiced songs 
by Ifetherlandic composers, appeared in the year 1501, remedied 
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■n these iuconTemeQces. For beauty and cleameas his impreuioiu, 
judged even by modem atandards, leave nothing to be desired, 
and it is only to be regretted that the works issued by bim are 
printed, afler the custom of that time, not in score but in books 
of single parts, BO that the loss of one of these books has in 
many cases involved that of the whole work. 

The transfer of the musical supremacy in favor of Italy which 
vas effected in the course of the 16*'' century, might seem strange 
to us if we did not remember that even before this epoch the 
artistic fecundity of the Italian soil had by no means been dor- 
mant Bere, a century earlier, the spirit had been awakened that 
impelled mankind to search for the lost beauty of antiquity and 
to be inspired by it to new artistic deeds. The poet-constellation 
Dante, Petrahca and Boccaccio had heralded the dawn that 
now began to brighten the loi^ night of the Middle Age. Dante 
shows himself by no means yet emancipated from the views of 
the scholastdc philosophy; in his grand poem of the Last Judg- 
ment the Christian theology appears still interwoven with the 
antique world, and in applying all the wealth of his imagination 
to present a powerful picture of the all-embracing, all-ruling 
Roman hierarchy, he reminds ns somewhat of those musicians 
who — aa mentioned on page 3S — brought the musical system 
with all its particulars into symbolical relation to the churcL Of 
one important Md to the knowledge of antiquity Dante could not 
avail himself: the Greek language was in his time — he died 1321 
— BB good as lost, and ha had to be satisfied with cultivating 
I lis sense for poetic forms through the Latin poets, especially 
Virgil. More fortunate than he, Petbabch, the singer of love, had 
during his sojourn at the papal court at Avignon (1339) enjoyed 
the opportunity, through the teaching of a resident scholar from 
Constantinople, to become acquainted with the Greek language, 
as also with Plato's works. Lastly, his friend Boccaccio (died 
1375) had already in his youth acquired a thorough knowledge of 
Uie langu^e and science of the Greeks; at his instigation a chair 
for Greek language and literature was erected in Florence, whose 
occupant, Leontios Pilatds, undertook to explain to young 
■tadents for the first time HoHES's poems and Plato's writings. 
And how far BoccACCio was from scholasticism, with its belief in 
the exclusive saving power of -the Catholic Church, is shown, for 
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example, by the story, given in hia "Decameron"" (aftenrards I 
reproduced by Lessing in his "Nathan"), of "The Three Rings" { 
which places Christianity, as a not absolutely but only relatavely 
true creed, on an equality with other religions. 

The entbusiaam for antiquity kindled by these men wm 
powerfnlly nurtured by means of the great number of Greet 
scholars who, after the capture of Constantinople by the Turks 
(1453), sought refuge in Italy, and were received with open arms 
Dot only at the art-loving court of Gosimo dei Medici at Florence, 
but also at the other seats of culture on the peninsula. To them 
Europe owed the complete redemption from the intellectual thral> 
dom of the Middle Age, the appearance at last of the day of new 
birth, of the epoch of the Renascence, so important for the ad- 
vancement of music also; it was to them that ScHlLLBB, in his 
poem "llie Artists" (Die EUnstler) addresses the words:** 

"Ye snfttched — wlun ohnsed Baibarian Hosts before ^ 
PVom sacred hearthi the last yet living brand; 
From tlie dishallowed Orient Altar bore, 
And btoi^ht it glimmerit^ to the Weatem Iiand. 
As bom the East the lovely Eiile goes. 
Fail on the West a young Aurora glows: 
And all the flowers Ionian shores could yield 
Blush forth, reblooming in the Hesperian Field. 
Fair Natnre glassed its image on the soul. 
From the long Night the mists began to roll; 
And o'er the world of Mind, adorned again, 
L^ht^s holy Goddess reassumed her reign." 



* A collection of a hundred tales, whose title is oomponnded from the 
Greek "deka" (ten) and "hemera" (day), the narration of them being apportioned 
to ten days. 

•• The English version if by Sir Enwjan Bulwbx Lyttom, Bart. 

Tran$hil«r. 
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LUIHEB'S REFORMATION AND THE RENASCENCE. 



The revolution of the intellectual life in Europe, brought 
ftbcut through the re-awakening of interest for clussical antiquity, 
affected the domain of muaic far later than that of poetrj' aud 
the plastic arts. The reason of this is to be found proximately 
m the lack of a musical antique' while the poet, as also the 
painter, the sculptor and the architect met at every step the 
masterpieces of their predecessors in antiquity, and found in them 
the stimulus and the pattern for their own creations, to the musi- , 
cian the direct connection with the past was denied. 1 The few 
relics of ancient Greek music which were discovered at that time 
could give absolutely no idea of its nature and effect, so that the 
composer of the period of the Benascence found himself thrown 
utterly upon his imagination, and the naive, symmetrical beauty 
of classical antiquity could be at best only of indirect interest to 
him for his art.^l^A second reason why music remained behind the 
other arts lay in the external affairs of Italy, in that peculiar 
medley of rudeness and culture by which precisely the budding- 
time of the Renascence is characterized. In consequence of the 
incessant contests between the temporal and the spiritual power 
a strong, centralized government and a monarchical sfnliment 
bad' not been able to establish themselves; the sovereign cities 
and the petty princes were obliged to have not only the interests 
of science and art but also their material security constantly in 
view, and under these circumstances it was precisely here that 
the Middle Age, with its conditions regulated by the law of the 
strong arm, could be continued longer than elsewhere in Europe 
The Italy of the popes Julius II. and Leo X. {1503— 1513— 1621} 
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■ppeara eimoltaneously heliind the rest of tbe world and tn advance 
of it: the former as concerns the sense of justice, and respect 
for property and human life, the latter in regard of the feeling 
for the beautiful, purity of taste and the initiative iu art. 

If now, owing to the development of the human body that 
external laiity brought with it, sculpture and painting could reach 
that height on which at the time of the above-mentioned popef 
we see these arts in the works of a Leonardo da Vinci, Ra- 
phael, Michael Angelo, the creations of musicians remained 
nnaffected by these influences. It is true that, as we have seen, 
individu^ genial natures — Josquin des Pr£;s, for instance — 
manifested the tendency to expressive composition, thus implying 
tiie need of a regeneration of mtisic also; yet on the whole the 
musical world remains, even after the death of this master (1521], 
in the bonds of mediffival restraint. Even at this time the major- 
ity of composers continue to neglect the melodic expression and 
the poetic subject-matter of vocal mnsic in favor of contrapuntal 
combinations, and as late as the year 1549, thus nearly a century 
after the Renascence began with the emigration of the Greek 
scholars expelled firom Constaniinople , an Italian writer could 
pronounce the following judgment upon the performunces of the 
papal singers: "They count it their whole joy and their whole 
merit, that at the same time that one sings "Sanctus" another 
sings "Sabaoth" and a third, "Gloria tua", and this jumble is 
accompanied by a howling, a bellowing and growling more re- 
sembling the cries of cats in January tlian the fragrant flowers 
of May".* 

To turn mnsic aside firom the narrow tendency given it by 
the Netherlandic contrapuntists, in order to lead it onward to 
Dobler and higher aims, a stronger impulse wa^ needed than the 



* As for the firat part of this criticism, the neglectful treatment of thtt ' 
text-W0T6s, the present age is by no meana justified in looking icwn with 
disdain upon the perfonnancea of the papal aingers, aa above deacribed; ■ 
eonnterpart to this is found in a much lauded work of the latest musio^ 
titeratuie, and indeed, strange to say, in a composer who generally aimed in 
his vocal mu'iic to treat the poetry with more consideration than his prede- 
c«B8on, — in ROBERT ScBUH AM N. In the latter'R "Faust" music he makes the 
three female penitents simultaneously sing syllabically different test-words, in 
which lU comprehension of t1:em is of course utterly out of the question. 



,dbyC00gIe 



(Q LCTHSS'S BEFOtUtATIOtt UfO TBK SBSABCKKCB. 

art-Bpirit awakened in Italy had been able to gire. It was reseiTed 
to the Augustiman monk of Wittenberg and eobsequentlj pro- 
fessor Dr. Martin Luther to succeed , as in the domain of reli- 
gion 80 also in that of music, in breaking down the bulwarks of 
medisTal tyranny and bringing about the liberation of minds. 
ITirough Luther's reformation was removed, first of all, the ban 
resting on church-muaic since the council of Laodicea, which bad 
directed that the singing at divine service should be committed 
eiclusively to the singers appointed to that end. For, just as 
protestantism, in opposition to Catholicism, made its special aim 
the intellectual independence of the individual, so too its founder 
regarded the singing of the congregation as an essential condition 
of public worship and an effective means of awakening an inde- 
pendent religious sentiment. Accordingly, Luthbr exerted himself 
persoDally and with all zeal in improving and ennobling the con- 
gregational singing in his church, and with his great musical talent 
he could himself point out the way in which this end was most 
quickly to be accomplished. Correctly appreciating the good that 
Catholicism Lad done for music, he primarily selected from the 
ancient Latin church-song such melodies as were rhythmically like 
the folk-song and hence specially likely to be caught up by the 
popular ear. The Gregorian chant (cantus planus) was, as being 
wholly unrhythmical, rejected by him; Luther expresses his aver- 
sion to it, on the occasion of a eulogy on polyphonic music, in 
these words ; "TVTioever has no love for it (polyphonic music) must 
in truth be a clumsy blockhead, who does not deserve to hear 
such delightful music, but only the asinine braying of the Gre- 
gorian chant or the singing of d'^gs or pigs." 

As a second source for the reform of congregational singing 
LoTHEE utilized the copious supply of German spiritual aongt 
which, even long before the Reformation, had, as constituent part 
of the litui^, alternated with the Gregorian chant, especially 
the songs addressed to the Vii^n that had been popularly sung 
in the IS"* century, the words being now altered so as to apply 
to Christ. He drew, however, still richer material from a third 
source: the secular folk-song, only the music, of course, being 
utilized. The employment of secular song-melodies for chorcb- 
hmes had been a common practice from the time of tlie Nether* 
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kndic contrapontisU, and it was therefore doubl; natural to make 
op in this way for the lact of protesttuifc church-traiea.* This 
transphinting of secular song-tunes into the Church gave offence, 
to be sure, to the stricter theologians: "what has once been de- 
dicated to the world and Satan" — said they — "should be kept 
outside of the church". Lutkeb, however, was of the opinion that 
Satan could not be a lover of music and would not begrudge the 
protestants the theft of his property; unshaken m his conviction 
that a style of music speaking to the heart of the people must 
'powerfully promote the profounder and purer theory of life aimed 
at by Protestantism, he proceeded without delay to carry out his 
plans of musical reform For all his own thorough and many-sided 
musical education, he did not disdain the advice and aid of pro- 
fessionals in his work. He summoned to him at Wittenberg John 
Walther, music- director to Fkedekick the Wise, and in co-K)per- 
ation with him, as also with the Wittenberg singing-master GON- 
BAD RuPFP, produced, in 1524 the first protestaut hymn-book 
nnder the title "Spiritual Song-booklet" (Geystlich Gesangbdcb- 
lein), containing 38 German and b Latin songs, set for fonr voices 



* Very many of the Qennan choiali most renowned for tlieir beauty and 
devotional character were origina'ly used as humoTous aongii, love-Bonga, etc 
The practice of adopting secukr compositions, such as modem popular songa, 
pieces from modem operas and instrumental works, to sacred words for use 
in public worship, has of late years been very common in the United States 
and evidently has the approval of the mojoritj of the congregations, especiallf 
of those charact«med as "fashionable", who are not supposed to take part in 
the liturgical singing, but delegate tliii branch of public worship to a pud 
choir. If, however, in this matter of adapting secular song-tunes to litui^ical 
purposes the rule has been, in more recent times [otherwise than in Luther's 
time), to draw the line at humirrnus songs, yet exceptions to this rule are not 
wanting. One of the most n-tnble of these is the case of a cburch-tune (?) 
published under the name of "Old Coronation", which, set to the words "AU 
hail die power of Jesus' name", has for many years had an enormous popu- 
larity throughout tl;e United States, especially among tlie so-called "evangelical" 
sects. This tune was originally composed for an old Engliih pot-house song, 
tome of the atanias of w' ich are too indecent to print, and certainly, from a 
musical stand-point the tune is quite worthy of the words. The Qennans of 
Xctheb's day, h^pily, could utilize for sacred purposes the tunes even of the 
humorooa songs of their time, without incongruity from a musical stand-poiiit> 
because of the beauty and dignity inherent in those tunea independently of 
dieir aeeidental uBociatiou with tlieir words. Tratitlator. 
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by Walthbb. It is worthy of notice that here the melody now 
and then occurs in the upper voice,, whereas it had nntil then 
always, in polj^jhonic setting, been sung by the tenor voice. In 
the course of time the melody hecanie more and more generally 
allotted to the upper voice; in the last edition of the "Song- 
booklet" (1551) are found fifty songs arranged in this way, while 
in the first there are but two. 

As to the manner of Lutheb's coH)peration in the production 
of this hymn-book there was for a long time uncertainty. He was 
credited with the composition of a large number of the melodies - 
contained in it, whereas, according to the latest investigations he 
can claim the authorship of only three of them, viz: "Ein' feste 
Burg ist onser Gott", "Jesaias dem Propheten das geachah", and 
"Wit glanben all' an einen Gott". It should be remembered, in 
this connexion, that, as in the Middle Age so too in Lutheb's 
time, the work of the "composer" was divided between two per- 
sons: the inventor of the melody was not at the same time he 
who artistically arranged it. This division of art-labor may appear 
to onr age as implying a pitiful limitation of powers: yet we 
should not forget that something similar exists among ourselves, 
OS when the song-composer, e. g., relies for his text upon another 
person, which to a future generation, possibly t^ain uniting, after 
the manner of antiquity, the functions of poet and composer in 
one person, might appear no less pitiful than the mediffiTaJ prac- 
tice alluded to appears to ns. 

The effect of the Ldtheban congregational song was not 
confined to the protestant church only; its efficacy in promoting 
the religious life was acknowledged in catholic circles also, and 
it was even asserted that Lutheb's reform owed ite success more 
to the singing introduced by him than to his doctrine. More grieT- 
ous than ever appeared now the abuses which, under the sway 
of the Netherlandic counterpoint, had crept into and established 
diemselves in the artistic music of the Roman chnrch, and the 
indignation they caused became so great in influential circles, that 
the cardinals assembled at the Council of Trent (1545 — 1563) 
seriously raised the qnestion whether the polyphonic or figurate 
music should not be utterly banished from the church, as detract- 
ing from, rather than contributing to, the dignity of the divine 
•enice. Meanwhile, however, in Pieb LuiQi, called (from his birth- 
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place, near Rome) Palbstrina * the master had appeared who was 
to prove that even the most artistic music is well calculated to 
move and impress the soul, if only it f ulfil the chief requirement - 
of effective vocal music — intelligihility of both melody and worda. 
This condition had already been fulfilled by Palestkina in hia 
"Impfoperif^ (Reproaches),** published in 1560, a composition in 
soble and impressive style yet of great simplicity, which aroused 
TOch admiration that Pope Pius TV. commanded that they should 
be included among the compositions intended for the celebration 
of Holy Week in the Sistine Chapel. Their attention having been 
thus directed to Falestrina, the authorities appointed for reform- 
ing the catholic chiirch-music resolved to hazard an additional 
and final attempt, and commissioned him to produce a composition 
the success of which should be decisive as to the retention of 
figurate music in the church. But the three masses thus originated, 
especially the third, which the composer dedicated to the memory 
of his patron, pope Mabcbllcs IE., and called "Missa Papee Mar- 
celli", were found so far enperior to the works of previous com- 
posers, they so completely satisfied the requisitions made upon 
genuine church-music, that the judges assembled to decide the 
question saw their former doubt dispelled at one stroke. 

FALESTEraA's Compositions have been called "classic"***, and 
justly, for the term "classic" ia generally applied to an epoch 
whose artistic products exhibit simple and symmetrical beanty, 
and, having originated independently of the, taste of the day, ex- 
ert a controlling and refining infiuence upon all succeeding gene- 
rations. In this sense wa call the palmy days of antiqne art the 
"classical'' age, and transfer this expression to later times in which 

* Pupil of the Netherlander Cuomo Ooudimel, kaoim &s founder of 
tiie first public muaic-^chools at Borne (1S40), and as muaical compiler of tlie 
ancient French metrical version of tbe Psalma, bj Marot and Beza. Goudimel 
waa killed, as Huguenot, in the maasacre of Bt Bartbolomeir'a ere, at Lfoni, 
1572. 

•• A very solemn part of tbe aervice of the Koman Catholic Cburch foi 
Holy Week, sung on Good Friday, and be^nning with the wordar "O my 
people, what have I done unto tiieeT" etc Tramlator. 

"* Respecting the origin of the word "claasic", it la obserred by BRANin 
that "The Boman people were divided into claaaes and the highest oider wen 
by preeminence tenned elattici. Hence the name came to signify tha higbeat 
' and purest class of writers in any language." 
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the BtudT of the antique is reTived. If now the works of modern 
musical art also cannot claim to be "classical" in the strict sense 
of the word, because for lack of a musical antique their value 
cannot be determined in the same manner as is practicable with 
works of poetry and of plastic art, yet cur feeling tells us that 
also in the musical art-works produced in such times there is an 
afflatus of classical antiquity. Quite especially do the works of 
Palestbina appear to be filled with the antique spirit of pro- 
portion, of conciliation, and of a cheerful beauty, with that spirit 
which the plastic art of his time had assumed through direct 
contact with the art-works of antiquity. And though his chord- 
successions, so strictly conformable to the Gregorian modes, make 
a strange impression on modem ears, accustomed as they are to 
the major and the minor mode exclusively, yet the note of art- 
less simplicity characteristic of the works of Palesteina and his 
nearest followers must reveal itself even to those to whom his style 
— the eo-called Talestrina-style" — has not yet become familiar. 

Almost simultaneously with Palestkina's reform of the music 
of the church begins in Italy a no less successful one in the domain 
of secular munic. Here too the polyphonic song perfected by the 
Netherlanders had attained the exclusive sovereignty: the Madrigal, 
generally a five-voiced secular song (originally Shepherd's-song, 
from the Italian Mandriale, according to some), had become a 
favorite form of writing with the best composers, especially with 
LucA Marenzio, an attach^ of the papal choir (1595 — 1599), and 
was regarded as a necessary accompaniment of all occasions, fes- 
tivals, dramatic performances, and social gatherings, at which the 
aid of music was required. Although incomparably more expressive 
and diversified, musically speaking, than the contemporaneous 
church-music, as was natural, considering the greater freedom of 
subject-matter and form of the secular poem, yet the Madrigal 
could no longer satisfy the taste which had become refined in 
consequence of the study of antiquity. The desire for simpler, 
more natural vocal music became stronger and stronger, and fi- 
nally reached in Florence, in a circle of antiquarians, so decided 
an expression that the members, both amateurs and professional 
musicians, openly declared war against counterpoint. To substitute 
for it a kind of music which should, though but proximately, 
attain the effect of the Greek tragedy-mueic eulogized by the' 
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MieieiLt writers, — this was the pet-idea of the company of men 
of letters and artists who under the name of Camerata (an Italian 
word corresponding to oar English expression "club") regularly 
met at the house of Giovanni Babdi, count of Vemio, for the 
purpose of artistic entertainment. The first step in this direction 
was taken by VmCENZo Galilei, &ther of the astronomer Galileo 
Galilei, who, impelled by the discovery of three ancient hymns in 
the library of the cardinal San Angiolo at Rome,* undertook to 
compose Bougs for one voice with accompaniment. These songs, 
whose texts were taken from Dakte's "Inferno" and the Xamen- 
tations of Jeremiali" and which the composer himself executed 
with viola accompaniment, gained from the members of the Came- 
rata so hearty applause that one of them, the singer GlULlO Cac- 
ciNi, also determined to devote himself to the new art-species. 
He went so far in his enthusiasm as to style counterpoint a 
"naceration" of poetry, and averred that he bad made greater ad- 
vances in his art, through his intercourse with the members of 
the Camerata than through his previous thirty years' study of 
counterpoint. As a practical result of these views he published 
in 1601, ander the title "iVwoee Mmtche", a collection of soi^s 
after Galilei's pattern, and thus brought the new art-species, the 
Solo-song or Monody, before the public. 

While Caccini continued to give prominence in his monodies 
to the lyric and melodic element, soon afterward the Florentine 
oi^anist and singer, Jacopo Peri, took a farther decisive step 
towards the realization of the ideal hovering before the minds of 
the antiquarians, by the invention of an entirely new style of 
music, which tie called Stile rappresentatho or recitatwo. This 
style, still in use in the opera, occupies the middle ground be- 
tween song and expressive speech; it was employed by PcKl in his 
music to KiNDCCiNi's drama, "Dafne", and gained, at the first 
performance of the work in the circle of the Camerata, the un- 
animous applause of the hearers. There was a general conviction 
that the dramatic music of the ancients was now actually re-di»- 
covered ; and in feet the conditions, the material for re-construct- 

* These insignifleant fr^meots of Oieek music were incapable cf afford- 
ing a foot-hold for new foiros, the more so as it was not at that time known 
even how to decipher themi it was oalj in the last centiuy that the French- 
man Bubette niccseded in translating them into modem notation. 
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ing tbe ancient music-drama were present: the Chorus, tot ezpress- 
ing the sentiments of an ensemble; the Arioso, the melodic song 
depicting the feelings of the performer, so far as they attain to 
full expression; and lastly the Recitative, for the dialogue and 
for those sentiments that required only a passing indication. 

Emboldened by the success of their work. Peri and Rinuc- 
CINI soon after ventured upon a second music-drama, "Euridice", 
constructed on the same principles, a work destined to form a 
landmark in the history of music; for the performance of "Eu- 
ridice" in Florence in 1600, on the occasion of the marriage of 
Henry IV. of France and Maria de' Medici , ushered into life that 
art^Epecies which was thenceforth without interruption to occupy 
the attention of the musical world : ihe modem Opera. The sim- 
plicity, not to say meagreness, of both the poetry and the music 
should not mislead us into underrating the merit of both these 
dramatic maiden efforts; we should rather, in view of these works, 
pay to the artistic genius of Italy the tribute of our admiration. 
Chrysander [Life of Handel. Vol. I.) admits that these achieve- 
ments of Italian genius would have been impossible to any other 
nation; "the Florentine Academy, however", says he, "walked upon 
the clouds of their imagination as upon a paved road, and in the 
end attained what they had proposed to themselves to reach." 

A closer inspection of the new art-species reveals, it is true, 
a very great difference between it and its Greek prototype In 
regard of its relation to public life and civilization , as also to 
the ideas conditionating its existence, it remained as far trom the 
antique tragedy as we can possibly conceive. Bom — not of 
religious conceptious, but — of conrtly luxury, the opera became 
for the time being a monopoly of prmces and the great, and even 
if the populace were here and there admitted to it, it could have 
no intelligent comprehension of the subject-matter, drawn as it 
was exclusively from ancient mythology and heroic legend. Not 
till long afterwards could the opera abandon this exclusive stand- 
point and acquire significance for the culture-life of the masses, 
although not, even then, in the sense of its antiquity-loving found- 
ers. That, notwithstanding, the labor of the Florentine camerata 
was by no means thrown away, that on the contrary the seed 
sovm by it was even in the course of the next decenninm tc 
bear abundant fruit, will be seen in the next section. 
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The first important step in its march of development wai 
taken by the new art-species discovered by the Florentines — the 
modem opera, then styled Dramma in musica, or Tragedia per 
tnutica — not at the place of its birth, but at Venice. Here 
Adrian Willaert (pronoonced WiUarf), one of the last, but also 
of the greatest, of the Netherlandic composers [bom 1490, at 
Bruges, died 1563), had founded a school, whose influence was 
in no wise diminished even after the withdrawal of the Nether- 
lander from the musical supremacy. He had striven, with even 
greatei success than his countryman JosQum, to make the art 
of tone serviceable to musical thought, especially to animate the 
polyphonic forms by means of dramatic expression. The very , 
external surroundings of the city could not but exert a stimu- \ 
lating influence in this direction upon the musician. As a securely 
isolated commercial republic, Venice had had little or nothing 
to suffer from the oppression of the church and the political 
disturbances that had impeded the rest of Italy in its develop- 
ment, and far earlier here than there the thought could be enter- 
tained of giving art and science a share in social life. Through 
the commercial relations with the East there were brought to the 
city, in addition to material prosperity, manifold elements of cul- 
ture also, which, blended with the indigenous ones, gave it that 
motley, fantastic character which manifests itself with so special 
prominence in the works of its architects and painters. But the 
musician, in the midst of a population given up to the cheerful, 
onconstrained enjoyment of lite, would naturally feel with double 
force the prosiness of the mediieval art-music, and zealously aim 
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to bring tlie art of tone nearer to tbe general compTeheasioa. In 
this WiLLAERT succeeded by an extremely simple means: tlie pe- 
culiar architectural proportions of the church of San Marco, of 
which he was music* director, with its two galleries, each provided 
with an organ, gave him the idea of dividing his choral masses, 
in order to unravel, as far as possible, the entangled polyphonic 
texture. The perfect enccess of this attempt led him afterwards 
to utilize also the smaller side-galleries of the church for placing 
separate groups of singers. To Willabet therefore may be justly 
ascribed the origin of the principle of what is called the double 
choir or chorus. 

With WiLLAEKT his most eminent pupils Cyprian de Robe 
and GIOSEFFO Zarlino shared in the musical renown of Venice 
during the Cinquecento — as the Italians call, by way of abbre- 
viation (instead of MUle cinquecento = 1 500) , the period of the 
Renascence. The former, by birth a Netherlander, yet thoroughly 
under the musical influence of Italy, made an additional advance 
in the direction inaugurated by his master, by enhancing in « 
remarkable manner the capacity of music for expression by means 
of free use of the chromatic element. In his "Chromatic Madrigals", 
published in 1544, the severe diatonic character of the church- 
modes is, by frequent use of the chromatic half-step and of the 
consequent augmented and diminished intervals, utterly annulled, 
an innovation which, no less successful than WillaeRT's system 
of divided choirs, contributed to the liberation of music from the 
tyranny of ecclesiastical ordinances and to its invigoration for the 
solution of higher art-problems. — The latter, Zarijno (bom 1517, 
at Chioggia, near Venice), the first Italian to attain, side by side 
with the Netherlander?, a high musical rank, was influential chiefly 
through his theoretical works, of which some, especially his prin- 
cipal work, "Istituzioni harmoniche", published in 1557, have 
attained the honor of marking an epoch. For, although he was 
greatly celebrated by his contemporaries as composer also, and 
appears — e. g., in his "Modulationes sex vocum", posthumously 
published at Venice, 1566 — as a composer of distinguished ability, 
yet his merits in this domain are far behind those which he ac- 
quired, as theorist, in elucidating the intricacies that in his time 
still inhered in musical science. The maxims and doctrines enun- 
ciated by him in the above-mentioned "Istituzioni ^lamioniche" 
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■lid still farther developed in the subsequently published "Dimos- 
O'azioai harmoniche"" and "Sopplimenti musicali", not onlj opened 
new careers to the musicians of his time, but have also been 
recc^nized bj all later generations as the sure foundation of 
musical theor; and practice. 

One particular in which Zaolino's agency was of wide-spread- 
ing importance, is that he took a decisive step in the improvement 
of the muiiral temperament, which, with the increasing cultivation 
of poljfphonic vocal and instrumental music, had become an im- 
perative necessity. By tei7iperame/)Hs understood the determination 
of certain deviations from the natural measurement of the inter- 
vals, which determination is necessary in order that the intervals 
may in all possible melodic and harmonic inter-relutionships be 
euphonious, as being — to use the technical expression — "in 
tunt"; in other words, in order to adapt them to the limits of the 
Octave, as determined by the nature of the human vocal organs, 
which limits they in their natural measurement either fall short 
of or exceed* Up to Zablino's time the accepted system had 
been that of Pythagoras , which consisted of perfect ** Fifths. 
The Third employed was that resulting from a fourth upper Kfth, 

A A ~ — , 
M. c, g, d, a, e, — where e forms the Third to c. This so-culled 

Pythagorean Third, as being too sharp for a consonance, was 

counted as a dissonance. Zaruno established the system named 

after him ^sometimes called the pure diatonic sys>tem\, of which 

one of the most important features, practically, was the reduction 

of the Third by a minute interval ("comma"), thus enabling the 

Tliird to rank as consonance. And whereas composers had till 

then shunned the Third in the opening and the closing chord of 

their works, the Triad, the true basis of all polyphonic music, 

could now enter into its kingdom — for the time being, of course, 

only the major Triad. As for tha minor Third, it was not yet 

• See, on the subject of "Temperament", Sedley Taylor's "Science ol 
Musit^, Chapter X, my "Primer of Modem Musical Tonality", Chap. VI, etc 

■ Tramlator. 
•• Perfect, that is, in the aeouslic sense, not in the sense in which the -■ 
term has (unfortunately, aa I think) so long been applied to a species of Fifth 
more appropriately styleii, by advanced modem music-theorists, major. Se< 
my "Primer", above cited, Jfole, p. 53, Troiulata'. 
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r^arded as a consonance; for centuries long it was considered 
better to end a composition in minor with a major Triad, eren 
at the sacrifice of unity of mode, than to introduce the minor 
Third in the final chord. 

To rfitum to the subject of the Opera, it is to be espeeiallj 
noticed tltat a particularly favorable soil for its cultivation hod 
been, prepared by the antecedent labors of the masters above- 
mentioned. Through Willaert and his school the Venetian 
church-music had acquired that dramatic and highly-colored cha- 
racter that later also, under his successors Andrea Gabrieli and 
his nephew Giovanni, distinguished it from the other Italian 
schools, and it was inevitable that the new-bom music-drama also 
should be materially influenced in its development by this feature. 
Precisely a half-century after Willaert's death we again find in 
the place that had been filled by him a musician through whom 
opera received an impulse hardly dreamed of by its inaugurators; 
Claddio Mokteveede (bom at Cremona in 1568, and from 1613 
till his death in 1 643 music-director of the church of San Marco). 
Even before his call to Venice, as music-director at Mantua this 
artist had exerted himself to augment the musical means of de- 
scription and of representing strongly agitated states of mind, first, 
by the very free use of dissonances" previously prohibited, then 
by a judicious treatment of the orchestra, after he had recognized 
the indimduality of the several instruments and their adaptability 
for characterising the dramatis persons and the various situations. 
In one of hia "Martial Madrigals", for instance, the four bowed- 
instruments accompanying the recitative take a lively part in the 
eff'ective representation of the contest; here, too, appears for the 
first time the violin-tremolo, for strengthening, in the proper 
place, the impression of the violent and passionate — a style of 



* MONTEVERDE did not hesitate to let the Dominant-seTentii, the I^th, 
even the major Fourth (Tiitone) enter unprepared, and that in the outer voices; 
moreover he is the first to nse the diminished Septimachord, — daring inno- 
vations, which drew upon him savage attacks from the theoriats, especially 
from ABTD8I, of Bologna, who said of him, among other things, "that he lost 
sight of tlie proper aim of music, viz to give pleasure". In oui own days ■ 
school of estheticians ahlj represented by the late eminent critic Dr. EnUAKn 
Ha>'SLTce, teach suhstantially the same doctrine, u opposed to modem inno- 
vations. Thus history repeats itself. Tranilatm'. 
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execation that w&b received at first vitli censure and riditnls, 
but soon became general and has eziated to this day. 

Naturally, opera was to be the proper field for MoNTEVEEDE'i 
actirity; he did not, however, turn his attention to it before the 
year 1607, when he brought out, on the occasion of a festival 
at the conrt of Duke Gonzaga of Mantua, his dramatic maiden- 
essay, "Orfeo", the text by EiNUCCmi. This was followed the 
year after by the "Arianna", and the dance-opera "II ballo delle 
ingrate". Id Venice he then wrote a series of operas; and to ths 
period of his activity in that city belongs an important event foi 
the progress of the music-drama, of which he must be regarded 
as the immediate instigator, the establishment of the^r^^ opera- 
house, in consequence of which the opera lost its character aa 
exclusively court-festivity and became accessible to the general 
public. It was in Venice that in the year 1637 the first opera- 
house, the Teatro Cassino, was opened, the opera being the "An- 
dromeda", the text by Ferrari, the music by Manetjj Some 
years afterward the theatre San Motee was opened with Montb- 
verde's newly studied "Arianna", and in the course of the same 
century opera in Venice received such an impulse that (as Mar^ 
pui^ narrates) up to 1727 fifteen operatic enterprises were set 
on foot by private means, and np to 1734 some four hundred 
operas by forty different composers were performed. 

Of Monteyerde's successors Gavalli [music-director at the 
San Marco church from 1668] is the only one who can be said to 
have farther developed the dramatic style; the celebrity of this 
composer, moreover, was not coniined to his native country, as 
is proved by his call to Paris to produce his opera "Xerxes" on 
the occasion of the wedding of Louis XIV. After him Itahan 
opera gradually diverges from the path originally taken, and sa- 
crifices the antique simplicity aimed at by its founders to the 
ever increasing demand for sensuous charm. The alliance of 
poetry and music, dissolved in the Middle Age and renewed but 
a few decennaries before, is again broken off, and the equilibrium 
that had just been acquired is sacrificed anew to the claims of 
music. Kevertheless , the period that now ensues can be called 
the palmy days of Italian opera: the musical leadership in Italy, 
hitherto taken in torn by Rome, Florence and Venice, is now 
assumed by a fonrth city, Naples, mi Ai.essandbo Scablatti 
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(died 1725, db music-director at that court] is the composer that 
determines for opera the coarse of developmeot it has now to 
pursue. The hright sky of Naples and the gay disposition of its 
inhabitants had, it is true, at on earlier period brought to ma- 
turity a rich musical harvest on the soil of the ancient Greek 
colony, but far less in the domain of serious music than in that 
of the secular song, the madrigal, which — not to mention other 
names — the highly gifted amateur and art-patron Carlo Gesualdo, 
prince ofVenosa Idied 1614), cultivated to a high degree of per- 
fection. But with Scarlatti the musical tendencies of the Neapo- 
litans began to reveal themselves in so brilliant and extensive a 
manuer as to allow the formation here of a distinct musical style 
adapted to the local surroundings, called, because of its melodic 
charms, tne beautiful style, in distinction to the Roman style of 
Palestrina and his school, called the sublime, 

Alessandro Scarlatti himself sprang from the Roman 
fchool of Carissimi, celebrated for his promotion of chamber- 
music and the oratorio, of whose agency in the latter domain we 
shall speak later. With regard to Uie chamber-music style devel- 
oped by him, which exercised a considerable influence on the art- 
tendency of the Neapolitan school, be it here observed that it is 
distinguished from the church-style by its very nature as secular, 
but from the dramatic style, which conformably to its character 
depicts the emotions with heavy powerful touches, and for reaching 
its larger circle of hearers aims at simplicity and intelligibility, 
by a far more detailed artistic exploitation and development of 
the musical thought. Careful and fine work of this kind is the 
more necessary in the chamber-music style, as here the attention 
is not exacted either by external representation, as in dramatic 
music, nor by religious ceremonies, as in church-music, hence 
concentrates itself entirely upon the musical work; because, more- 
over, in chamber-music there is but one player to a part, and 
here therefore the tone-masses, dynamic efiFects and color-shadings 
obtainable in orchestral music are not to be expected. Besides 
Cakissiui, another pupil of the Roman school, Aoostino Steffani 
(called as music-director to Hanover in 16S5) notably contributed 
to the development of the chamber-music style. As dramatic com- 
poser of comparatively little significance hs indirectly promoted 
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parity of style in dramatic mnsic through hia Chamher-dueU, in 
which species he has produced model works. 

Trained in the atrict school of chamber-music to be a com- 
poser, ScABLATTi had now become capable of laboring success- 
fully in every special department of his art; and though his chief 
merit lies in the promotion of dramatic music, yet so noteworthy 
were his contributions to the church and the chamber aljao, that 
they served eren a Handel as models, and were no less eagerly 
studied by him than his operas. Hia fertility was almost incred- 
ible; in the year 1721 — four yeara before his death — he had 
already finiahed his IH"* opera, and his 200^'' mass, while the 
nnmber of his cantatas — little musical dramas, as Fetis calls 
them — is incalculable. Dr. Bubney discovered an original man- 
uscript of his containing 35 Cantatas (composed in 1704 at Ti- 
Toli, where Scarlatti was visiting a colle^^e of the papal chapel), 
each bearing date of the following day. In his operas he unites 
the richness of melody and the dramatic forcefulness of the southern 
Italians with the gravity and the purity of style of the Roman 
art-song; ihey are characterised rather by pleasing and simple 
melodies than by strong passionate expression, yet he can ex- 
cellently depict situations, especially comic ones. His forms are 
still extremely narrow in comparison to those of the later Neapoli- 
tans and of Handel and Bach, yet they served for a long time 
as models, especially the forms of the Aria and the Overture; the 
latter is, like that introduced by Lclli in France, in three parts, 
and differs from the French in this only, that ita opening and 
closing parta are in quick, the middle part in slow, tempo, where- 
as in the French form a lively middle part is enclosed between 
two middle parts.* 

Not only as composer did Alessandeo Scarlatti powerfully 
influence the taste of his time and of the generation following; 
he was, besides — as were usually the aong-compoaers of the 



* The Scarlatti overture may b« regarded as the prototype of tlw 
modem orchestral lymphony. As instrumental music became more and mors 
independent, the opeia-overture, enlarged in form and enriched in eiibject- 
mattei, began to be utilized for coii(;erlrpuq>oses ; afterwards ita three pturia 
were aeparated and became independent movements, to which in the 18*" cen- 
tufj a fourth one was added, by the transfer of the Minuet from tlte ancient 
Suitai 
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preteding centuries — an eicellent singer and einging-teacner, 
moreoTer a genial conductor, finally an accomplislied player of 
the clayicembalo — tlie piano-forte of those days (althongh ex- 
celled in this respect, as we are told, by hie son Domenico, whose 
significance for instrumental music will he discussed elsewhere) 
Thus Scarlatti could fruitfully lahor in all departments of his 
art, especially a-h teacher of students of music everywhere, bitterly 
attacked though he was by the theorists of his time for his daring 
■ use of musical resources. And as in every age we see the artisti- 
cally productive contemporaries of a pioneer genius foUow, con- 
sciously or unconsciously, the path he has taken, so too Scarlatti's 
style became, even during his life-time, the pattern for the 
creations of the rising generation, and afterwards, completely 
developed by his pupils Leonardo Leo and Francesco Ddkante, 
attained the supremacy over all musical Europe. Like the Nether- 
landers in the IS"* and 16"' centuries, the Neapolitans now exer- 
cised an almost unlimited influence upon the musical affairs of 
the civilized world. Even in France, where, about the middle of 
the 17"* century, a peculiar kind of music-drama, in keeping with 
the national art-ideas, had developed itself, there was an oppo- 
sition party that received with open arms the Neapolitan opera 
appearing about the middle of the IS"* century, and was powtr- 
fol enough to combat with temporary success, under the direction 
of the Neapolitan PicciNl, the French opera represented by Gldck. 
In England Italian opera had from the end of the 17*'' century 
got a footing and overcome the rivalry of both French and native 
composers; but during the palmy days of the Neapolitan school 
it was strong enough to drive from the field a musician of Has- 
del's power and standing, as is proved by the success of the 
London opera at the Haymarket theatre under the direction of 
PoRPORA and Basse, at the expense of Handel's opera in Covent- 
garden theatre. 

In Germany, Vienna, Dresden and Berlin strove with equal 
tea) to naturalize Italian opera among themselves. The most pro- 
minent musicians here were, it is true, mostly German by birth, 
but in their musical education and activity thoroughly italianized; 
for instance, Johann Joseph Fui, who, as chief music-director 
to three German enperors, with the aid of his sub-directors the 
Venetians CoNTi and Caldaba, in the first half of the IS*** ceo- 
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torj brooght the Vienna opera to an extraordinary height of ei- 
ceJlence, and at the same time proved, by his famous work on 
counterpoint — "Gradus ad Pamasaum" — published in 174S^ 
that bis association frith Italian opera bad not cost him bis Ger- 
man tborougbness. Of equal importance for Dresden was JoHAKN 
Adolph Hasse, borti in 1699 near Hambui^, from 1724 on in 
Naples as pupil of Scaelatti and PoKPOEA, eventually, afler 
brilKant successes in Italy, appointed music- director at the court 
of Saxony; for Berlin, Carl Heinbich Gradn, bom 1701, till his 
death in 1759 sole director of the Italian opera established by 
Frederick the Great on his accession to the throne. 

A characteristic feature of the music of this century ia the 
perfecting of the musical means of expression, especially of artistic 
singing. As the father of the Neapolitan school, Ai^ssandbo 
Scarlatti, was an excellent singer, so his successors also. Artistio 
singing was the school through which every composer had to go 
before he might hope for any success whatsoever for his productions. 
Hasse began bis career as tenor at the Hambui^ opera-house, 
Geaun also belonged to the representatives of the art of finished 
singing, and was enabled, as such, to win during bis residence in 
Italy the applause of all critics. The Italian art of singing reached 
its climax in the school established by Pistocchi at Bologna 
about 1700, of whose successful activity the singers at the London 
opera in Handel's time give splendid testimony, notably the male 
soprano Senesino and the female singers Cuzzoni and Faustina 
Hasse. But the reverse side of virtuosity, pride and boundless 
vanity, manifests itself in these singers in the most disagreeable 
manner. Cuzzoni was, we are told, a veritable dragon in cha- 
racter, and when Handel, to manage her better, had called to' 
London her artistic equal, Hasse's wife, the quarrel between the 
two artistes soon became so violent that on one occasion thej 
came to blows on the open stage. 

But the more highly the performances of the song-virtuosi 
were esteemed and remunerated by the public — as early aa 
1647 the Roman mnsicographer Doni could testify that "tbey lived 
in such luxury that each one of them had more than ten cantors 
and choir-masters could earn" — all the lower was the estimation 
in which the composer was held. In the opera of the IS"" cen- 
tniy the music was judged almost exclusively according to the 
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Opportunity it afforded the singer to display his or her virtuosity : 
"notably the aria was in its first part (repeated at the dose) aa 
it were merely the lattice-wurk which the singer decorated with 
all possible arabesques and graces into a little triumphal arch for 
himself.* If dramatic maaic was able subsequently to come out 
of the fight i^ainst virtuosity triumphant anJ re-enforced, for an- 
other branch of musical art this precarious state of things became 
utterly fatal; church-music in the course of the 18" century 
steadily declined; the grave and dignified style of Durante, found- 
er of the newer Neapolitan school (died in 1755, as music-director 
at the conservatory of San Onofrio at Naples], is exchanged by 
his auccftiisors for the showy secular style or a romantic unrest. 
This is seen, e. g., in Pergolese's "Stabat mater", the music of 
which, predominantly sensuous as it is and made to depend for 
its effect chiefly on the charm of the voice, only partially deserves 
the praises bestowed upon it by contemporaries. JOMELLI is the 
only one among the later Italians in whose chnrch-music the 
gravity and thoroughness of the Roman school are still effective, 
properties that are predominant in his later works, most likely in 
consequence of his residence in Germany (1754 — 1765) aa music- 
director at Stuttgart, at the court of Duke Charles of Wtlrtembei^. 
Even at the time when the musical genius of Germany is 
awakened, when with Gluck and Mozaet dramatic music takes 
an unexpectedly lofty flight, even then Italian opera by no means 
owns itself defeated, and continues to achieve brilliant successes. 
In Paris Piccrai man^ea to maintain for many years a respect- 
able position side by side with Gluck; in Vienna at the time 
of Mozart's greatest celebrity the Neapolitans Paisiello and 
Sakti obtain enthusiastic applause, the former by his opera "Bar- 
biere di Seviglia", the latter by his "Due litiganti", which together 
with ViNCENZO Martin's "Cosa rara" is utilized by Mozakt in 
the second finale of his "Don Giovanni". Even the appearance 
of the phenomenon Beethoven could not prevent Europe from 
repeating in our century its surrender at discretion to Italian 
opera. Eossnn (bom 1792, at Pesaro in the states of the church) 
was the magician who was able, by means of the sensuous charm 
of Italian melody, to captivate anew the musical world that had 



* See Von Domhes'r Manual of JfMtb-Autory. 
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been educated to a higlier intelligance by the THeaneae mastera. 
From 1813, when hia "Tancred" was given in Venice for the first 
time, till the appearance of his last work, "William Tell", in 1829 
at the Grand Opera in Paris, Rossini's musical career was signal- 
ized by a series of triumphs such as no Italian opera- composer 
before him had enjoyed. This was owing, in the first place, to 
his creative power, which manifests itself not only in melodic 
invention but also in a novel — for his time — treatment of 
harmonies and of the orchestra, farthermore to the vocal skill at 
his disposal, and this especially after the impresario Barbaja had, 
in 1815, engaged him and the elite of Italy's male and female 
singers to bring out his works in Naples, Milan and Vienna alter- 
nately. Finally, the political circumstances also must be taken 
into eonaideratioQ to account for the enthusiasm called forth by 
the appearance of the BossiNi opera: the mental enervation that 
had. settled upon Europe after the disturbances attendant upon 
thei wars of Napoleon, and the consequent need of means of 
diversion and stupefaction. "From the days of the Vienna Con- 
gress", saya RiehIj ("Musikalische Cbarakterkupfe"), "from the 
decennium, sultry, truce-bidding, flood-gate -erecting, that followed 
the war of deliverance, dates Rossini's world-wide fame. The 
weary nations required lullabies by which to go to sleep and 
dream, and the Italian offered them the sweetest, most voluptuous 
slumber-song. Every one was tired of the bombastic, tragic pathos 
of the Napoleonic school, on the stage as well as in life; it was 
desired to drink sweet oblivion at the spring of diverting art, 
and where was art more diverting than in the Rossixi opera?" 

The exclusiveneas with which part of the musical world gave 
itself up to the enjoyment of Rossini's operas, and indeed even 
to that degree that the greatest German masters, Beethoveh 
and Weber, were placed, at the very posts of their personal 
activity, in the bacl^round as compared with the "swan of Pe- 
saro" — this exclusiveness excited in the circles of music-loverg 
with higher aims an aversion to Italian opera-music in general, 
which bkewise was carried to excess and led to unjust depre- 
ciation of its value. Later Italian opera-oomposers , as Bellini 
and Donizetti, were, by reason of the cloying sweetness of theil 
melodies and the meagreness of their harmonies and rhythm, 
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not ailapted to diminish that aversion.* The terj latest phase of 
Italian opei-a-music, as represented by GiuSEPPB Verdi (bom 1813, 
at Busseto, near Parma) in his "Aida", seems to indicate a ten- 
dency to break with the traditional style, in 60 far as this style 
is characterized chiefly by the predominance of melodic forms 
adapted principally to the display of solo Tocalism, in accordance 
yriih the genius of the Italian people, and by general harmonic 
and rhythmic porerty and lack of dramatic truthfulQess. 



" What follows of this Section is substituted for considerably more ma^ 
ter in the original, which, as being concerned mostly with what the authoi 
eODSideri the unjust prejudices of his countrymen against Verdi and Italian 
tftn generally, I judged would not specially interest English-speaking readeHL 
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hi DO oation of Europe could the example gnea b; Italy of 
the renovation of the musical drama of the anciente more power- 
fully excite emulation than in the French, whose inclination to 
music, as no less to dramatic representatioo, had already in the 
Middle Age been Tariously manifested, and through the artistic 
Gorrent of the 1 6*^ century had received fresh nourishment. Even 
during the political and religions disturbances of this period the 
Renascence was able here to exercise its wholesome influence upou 
the art^situation. Bat after the religious schisms and the atten- 
dant civil wars had, in consequence of the edict of Nantes (1 598], 
reached their termination, and after RiCHELiEir's iron band had 
broken the resistance of the nobility and restored the national 
unity, the artistic impiilaes of the I^Vench people could, side by 
side with material prosperity, so ireely develop themselves that 
the nation soon came up with the start gained by the Italians in 
the intellectual domain. 

The first one to satisfy the demand for a reform of the French 
drama in the modem sense was a Venetian named Baif, who in 
1570 solicited from Charles IX. a privilege for the erection of 
an academy for dramatic poetry and music, and obtained it, but 
was prevented by the unfavorable circumstances of the times from 
carrying out his design. Under the reign of the pleasnre-loving 
king Henry IV. these musico-dramatic plans might perhaps have 
been realized, had bis beneficial activity not been brought by 
BAVAlLLAC'e d^ger (1610) to an unexpectedly sudden close. 
Henky's successor, Louis XIII, was, on account of his gloomy 
disposition, not inclined to ofPer to the arts an asylum at hie 
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eourt; but tliis Tery circumstance vas to be the occasion of tb« 
first appearance of opera in France, inaamucli as the Cardinal 
Mazarin, in order to enliven Queea Anke of Austria, sent for an 
Italian opera-troupe to come to Paris, which, in 1645. in the 
Salon du Petit Bourbon opened their performances with the opera 
"La finta pazza". composed by Stbozzi. 

The applause that the new art-species earned at the bands 
of the French public could be only a partial one, aa opera had 
at this time considerably receded from the noble simplicity orig- 
inally aimed at, and sought for effect almost exclusively in exter^ 
nals, in richness of decorations, of costumes and of ballets, in 
which last for variety's sake all imaginable animal forms figured. 
But this could not satisfy a nation whose taste for dramatic poetry 
had, by men like Coeneille, whose "Cid" had appeared aa early 
aa 1636, and Moli£:re, who had begun his career at Paris in 
1644, been in a remarkable degree purified and polished- Accord- 
ingly, the desire was openly expressed to see the music-drama 
which had been introduced &om Italy transformed in a manner 
corresponding to the national art-ideas. What seemed to be an 
insuperable obstacle to the fulfilment of this desire was the 
established opinion in the literary circles of France that the 
French language was not adapted for being joined with music 
In fact, it had since the reforms of the writer and poet Malberbe 
(1555 — 1628) been limited to ao strict forms, in poetry the 
Alexandrine verse had attained so absolute a supremacy, that to 
the vocal composer the £ree, independent movement of his fantasy 
was rendered almost impossible. As, at the time of the Nether- 
landic contrapuntists, poetry had been subordinate to music, now 
in France the situation was reversed. A freer treatment of the 
language seemed to be the indispensable requirement for calling 
to life a national opera; a poet must be found courageous enough 
to disregard the existing rules, and this was the Abb^ Perein, 
who accordingly deserves to be mentioned in the firat rank among 
the founders of French opera. 

Little as Perbik could stand comparison, in point of poetio 
talent, with the poet-heroes of his time, yet in compensation he 
possessed in a high degree the dramatic experience necessary for 
carrying out his plan, inasmuch aa the court of Gaston, Dckb 
OF Orleans, broUier of Loms XM., at which he filled the office 
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of master of ceremomeB, waa, in perfect contrast with the court 
of the misanthropic monarch, the theatre of ererj Idod of amuse- 
ment, histrionic especially. Here the Ahhi conceiyed the ides 
of ft stjie of poetry which, hy means of new and irregular forms, 
as also hy the expression of manifold emotions, should be calcu- 
lated to excite the fantasy of the musician. His poems written 
on this principle and after the pattern of the so-called "versi 
sciolti" (blank verse) of the Italians, which he published in 1661 
as verses for music, naturally excited the most violent opposition 
of the professional poets, at the head of whom was Boileao, 
afterwards author of the work named after Horace's "Ars poetica", 
"L'art poetique". AU the more thankfully were they received by 
musicians, and the most noted composer of the France of that 
time, Robert Cahbert, oi^anist of the church of St. Honors and 
musical intendant to the queen-mother, indicated his readiness to 
accept Perrin's innovations in the preface to a collection of his 
drinldng'Songs, in which he expresses the hope "that the beauty 
of the words may atone for the defects of the music, they being 
written mostly by Monsieur Periun, as to whose incomparable 
talent for writing musical texts there is no dispute". With this 
composer Perrik united in carrying out his musico-dramatic re- 
formatory plana, and the first fruit of their joint labor was a 
vaudeville entitled "Pastorale, premiere comedie franfaise en mn- 
sique", first performed in 16o9 at the castle of the farmer-generj 
de la Haye, at Issy, near Paris. 

The brilliant success of this nnderiaking was especially cred- 
itable to the poet and the composer for the reason that both 
had disdained to employ on this occasion the customary external 
means of producing efi'ect, and thus the applause showered on the 
work was aimed at its intrinsic worth exclusively. Nevertheless, 
years had to pass before French opera could take one step in 
advance of the first stage of infancy. In the first place, Ferrih 
had to put up with the disappointment of seeing an Italian opera 

— Cavalli's "Xerxes", already mentioned — chosen for the 
marriage-celebration of Louis XIV., although his own "Pastorale" 
had, shortly after its performance at Issy, been brought out hefort 
the court at Vincennes and obtained a favorable reception. But 
this disappointment availed as little as the death of his patrons 

— first, of the Duke of Orleans, then of Cardinal Mazabik — 
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to hinder the enterpriaing poet in the enei^etic prosecution of 
the work he had begun. By imremittiTig esertions and petitionB 
he succeeded, in 1699, thus fully ten years after the first represen- 
tation of the Tastorale", in getting a royal patent, granting to 
him for twelve years the exclusiTe right to establish in Palis and 
all other cities of the kingdom "Opera-academies after the manner 
of the Italian ones."* He now formed an association with Cam- 
BERT, the Marquis of Subd^ac and a certain Champerok, on 
which latter the supervisioQ of the decoration and the financial 
management deTolved; the best vocal talent of the kingdom as 
also the royal ballet-master, Beacchamf, as "chef de la danse", 
were secured for the undertaking, and soon a suitable place was 
found for erecting a theatre. At the end of five months the new 
building was erected on the site of the "Jeu de paume de la 
bouteille" (tennis-court) ia the Rue Mazarin, and in 1671 was 
opened with the opera "Pomona", a work which in regard of 
both the music and the poetry was far inferior to the maiden 
effort of Perein and Cambbbt, yet had such an attraction for the 
public that it had a run of fully eight months and brought into 
the poet alone the sum of 30.000 francs {S 6.000). 

Meanwhile a dangerons rival to the youthful enterprise had 
grown up in the person of Giovanni Battista Lolly** or Lulli, 
who, bom in Florence in 1633, came to Paris as a boy and gradu- 
ally worked his way up from a scullion to Mademoiselle de Mont- 
PENSiER, niece of the king, to a favorite of Loots XIV. Dismissed 
in disgrace by his mistress in consequence of a satirical poem 
upon her, he first obtained through his talent for the violin em- 
ployment in the royal orchestra, the "grande bande" of twenty- 
four "violons du roy"; after he had there attracted the king's 
attention, a speciiil orchestra of sisteen musicians was formed for 
him, called the "petita violona", in distinction to the older and 
more numerous orchestra. Finally he managed as play-actor also 
to ingratiate himself with the king and to render his favor secure 

* "Diverses Academies, dans lesquelles il se fiut dea repiisentatioiis ea 
mnuque, qu'on nouime op£ra" (sic). The designation "Aead£mie ro^ale da Mu- 
sique", to this day (with occasional change of the word "royale" 'into "^pft- 
fiale" or "nationale") the ofiicial name of the Paris so-called "Grand Opera", 
kppeare only after Perein'b patent had passed over to hia successors, 

" Properly written "Lnlli", as there U do "y" in the Italian alphabet 
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by his irresistible drolleiy, aa oilen as his position at court seemed 
to be imperilled. Trusting to the partiality of the powerful 
sovereign he conducted himself, for more quickly attaining his 
ends, towards the public as also towards his colleagues with the 
:;tmo8t want of consideration. As he bad most grievously injured 
and offended the moat eminent men of his time — B011.EAU, La- 
FONTAiNE, and even MoLif:EE, to whose friendly advances he 
owed his first successes, — so now, made jealous by the success 
of the Pekbin-Casiubrt undertakii^, he did not hesitate to apply 
erery means of intrigue in order to rob these two men of the 
fruits of their labor. And in this he succeeded in the year 1672, 
when he arailed himself of a quarrel that had broken out between 
the four directors of the enterprise, to transfer to himself the 
patent granted to Pekrik, and thus became the master of the 
whole domain of French opera. Vain were the protestations of 
the victims of this robbery: Pebrin's complaints were unheeded, 
and after a year's time his name was no longer mentioned. Cau- 
UERT too had to acknowledge that bj the side of Luixi there 
was no place for him; he removed to London, but, despite his 
brilliant successes there as composer, could not forget the mishap 
he had experienced in his native country, and died a few years 
afterwards (1677), poisoned by Lulu, as the enemies of the latter 
maintained. 

With Ldlli begins the true golden age of grand opera in 
France, seeing that he had rightly estimated the public need of 
a music-drama corresponding to the natioQal sentiment, and was 
perfectly able to satisfy it. Pebrin's attempt to shake off the 
constraint of the poetic forms could, in view of the belief of the 
French in the immutability of certain dogmas, not possibly have 
a thorough success; it had come too late to turn back the pre- 
viously mentioned development of the laoga&ge. Ldlli, on the 
contrary, conformed strictly to the dominant art-views, and the 
eminence that he attained among the French people as opera- 
composer is due not so much to his musical talent as to his 
ability to enter into the essential nature of tragedy, according to 
the representations that the French had formed to themselves of 
this art-species. "As the French drama", says ton Dommeb 
(History of Music), "sought to conform itself to the laws of the 
ancient Greek Drama, so Ldlli, too, in his music stood far nearef 
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Qi'i contempDrausi^JS ItaliaoB. among whom music had, in opera 
also, emancipated iteelf from GreeHsm and struck oot a path 
for itself." As musical art-works Lulli'b operas are inferior to 
those of the Italians of that time. With him tlie centre of gravit; 
lies in the musical rhetoric and declamation, in the dramatic ex- 
pression, which he aims at by the close union of tone with speech; 
and accordingly, his musical forma are simple, not to say meagre, 
as compared with the broadly developed tone-forms of the con- 
temporaneoos Italian opera, destructive though this development 
must be admitted to be, for the most part, of dramatic truthful- 
ness. This weak side of Lelia'b operas is, however, compensated 
by his exact knowledge of the stage, as also by his ability to 
make a skilful use of all external theatrical appliances. To this 
must be added the earnestness with which he set about to accom- 
plish what he had found to be right and necessary. Just as he 
tyrannized outrageously over his poet Quinault, and struck out 
from and added to his works till they perfectly accorded with his 
intentions, so too, when his operas were being studied he kept 
the singers, the chorus, the orchestra and the dancers to their 
task with a painful exactness. Especially be exerted himself to 
impart to his actors better stage-manners, a higher degree of 
niim.etic skill, and a more distinct enunciation of the words — 
the latter being an essential condition of the success of his music, 
whose declamatory character ia never disavowed, not even in the 
choruses, which participate far more extensively in the dramatic 
action than the Italian opera-chorus, and thus on their part also 
demonstrate the affinity of the French opera with the antique 
tr^edy. From all this if is easily understood why LuLLl's works 
were not only held in great esteem by the French public during 
his life-time, but could also after his death (1678) hold their 
ground upon the stage nearly a whole centory long. It was not 
till the year 1774 that they disappeared from the operatic repertory, 
simultaneously with the appearance of Glock's Iphigenia in Aulie", 
whose reform of the musical drama, moreover, substantially folloiva 
the principles of Ldlli, just as the latter have also remained np 
to the present time the standard for the French grand opera. 

There was but one composer who could during this long 
period put himself abreast of Lulli: Jean Philippe Rameau (bom 
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1683, at Dijon). The superior of Ha predecessor m mnsiciau, he 
aotably enriched French opera-music from the melodic and the 
harmonic side, jet without sacrificing the dramatic to the musical 
element and thus becoming disloyal to the principles followed by 
LuLLi. It was not till comparatively late, in his fiftieth year, that 
Raheau began his career as op era- composer; but as he had dur- 
ing the first and greater half of his artist-Hfe been uninterrupt- 
edly employed with music — with what success is proved by 
what he accomplished as theoretician and as piano-virtuoso and 
composer for this instrument — , he could already at the appear- 
ance of his first opera "Hippolyte et Aricie" (October 1st, 1732) 
develop an epoch-marking activity in the dramatic domain also. 
Even here is seen the difference between his talent and that of 
LuLLi; the latter retains from tlie first to the last of his operas 
the same musical method, whereas in Rameac's works the richest 
variety reigns, with an endeavor to employ constantly new means 
of expression and to render the style diversified, Ute exuberance 
of musical thoughts by which in the above-mentioned opera he 
surprised his contemporaries and at first (as may be imagined) 
puzzled them, justifies the opinion expressed by the esteemed 
composer Gaupra (from 1722 till his death in 1744 music-directur 
to Louis XV.), "that ' Hippolyte et Aricie' contained matter enough 
for ten ordinary operas, and that Raheau would eclipse all the 
masters of his time". At first the artist had of course to suffer the 
most violent attacks from the public; the blind adherents of Lulli 
especially could not forgive him his innovations and revenged them- 
selves on bim by the following epigram, among other things: 

Si le difficile est le bean, 
Cest nn grand homme que Itamean. 
l£us n le.beau, par aventure 
N'£tait que la simple Dature, 
Quel petit homme qne Ramean I 

Of the above criticism we would observe that it is one that re^ 
nlarly makes its appearance at the springing up of every new 
art-tendency, but is none the less senseless on that account. For, 
what is called "naturalness" in music is simply the result of the 
habituation of the ear, and the reproach constantly made to the 
pioneer composer — that he purposely heaps up difficulties — 
merely betrays the laziness of the objectors, who ate unwilUng 
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to take any pains to explore the new art-domaiQ opened to then 
by the genius of the artist. Subsequently also, on the appearance 
of every new opera, Rameau was subjected to the same attacks, 
although after the production of his opera "Castor and PoUnx" 
(1737} he was acknowledged, eren by his opponents, to be the 
first dramatic composer of France. The prominent position he had 
acquired at the Grand Opera, for which he produced in the follOw- 
ii^ years twenty-two additional larger works, he retained up to 
his death (1764], and the manner in which the French nation 
honored the memory of the master, both by a magnificent funeral 
and by the memorial ceremonies on the anniversary of his death, 
repeated year by year, testifies that she numbered him, even in 
his life-time, among the best of her children. 

Not less considerable are the merits that Baheau acquired 
throi^h his epoch-marking labors in the field of musical theory. 
Whilst his predecessors had contented themselves with laying 
down rules for the connection of chords, without exploring theii 
origin, in his "Traite d'harmonie", published in 1722, he succeeds 
in establishing this origin. His system is based on the over-tones 
6r harmonics of a fundamental tone, viz- the Octave, the Fifth 
in the second Octave [or Twelfth}, and the Third in the third 
Octave (Seventeenth). By transposing the Fifth and the Third — 
the former an Octave, the latter two Octaves lower — he obtains 
the major Triad, called by him "accord parfait"; the minor Triad 
("accord parfait mineur"}, on the other hand, is composed of three 
tones having a common over-tone, as, A, c, e, to which e is re- 
spectively Twelfth, Seventeenth and Octave. By adding Thirds to 
tlie Triad Bameau obtains the Septimachord and the Nonachord,* 
but those chords in which the Fourth and the Sixth are charac- 
teristic tones he obtains by the so-called "inversion" of the Triad 
or the Septimachord. Besides this system, which forms the basis 
ot harmonic theory up to the present time, the musical world 
owes to Rauead also the introduction of the eqtial temperament, 
I. e., the division of the Octave into twelve half-steps of equal 
dimensions, and with it the removal of the impediments that in- 
ttrumeotal music, as far as instruments with fixed tuning are 

* I venture to suggest the substitution of theie two tenn^, legitimately 
derived from the Latin, for the cumbrous corresponding ones, "Chord of th« 
fleventii" "Chord of the Ninth", Trantlator. 
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CODcerned, had till then had to encounter in its free dATelopment. 
Sebastian Bach had already in 1722 brought the equal tempera- 
ment into use by means of his "Wohltemperirtes Clavier"; but 
after the appearance of Rambau's "G^u^ration hai-nionique" (1 737} 
that system of tuning was universally accepted by theoreticians 
also as fundamental postulate of modem music, and with it the 
reduction of the ancient modes to the Ionian and jEolian [our 
major and minor*). These latter had, centuries before, obtained 
in the folk-song almost exclusive application; they could not but 
attain to universal sway after the introduction of the equal tem- 
perament, implying the use of all the twelve tones of the Octave 
as tonics of as many transpositions of the major and the minor 
scale, and with it the breaking down of the obstacles put in the 
way of modem composition by the ancient modes. 

Owing to the eagerness with which IUmbau had for many 
years long devoted himself almost exclusively to theoretical spec- 
ulation, and afterwards also, over and above his labors for opera. 
was incessantly occupied in defending his achievements in the 
theoretical domain against attacks at home and abroad, his char- 
acter could not well have been free from on e- side dn ess. If he 
cannot be charged also, as was his predecessor Lclli, with 
heartlessness , yet he cared, especially when engaged with theo- 
retical problems, bnt little or nothing for the outside world. In 
consequence he did not lack personal enemies, one of whom, the 
philosopher DmESOT, whom he had angered by his opposition to 
bis Encyclopiedia, could say of him in his book "Le neveu de 
Rameau": "He is a philosopher in his way, he thinks only of him- 
self, and the rest of the world is to him not worth a pin's head 
His wife and daughter may die when they like ; if only the church- 
bells of the diocese that toll at their funeral sweetly re-echo the 
twelfth and seventeenth, he is perfectly satisfied." 

A dangerous rivalry with the Paris Grand Opera was creat- 
ed in the year 1752 by the arrival of an Italian opera-troupe, 
which obtained permission to produce comic operas and had, 
especially with Pekgolese's intermezzo "La serva padrona", un- 
common success. Immediately after the arrival of the Italians 
musical Paris had split into two parties, which, under the name 
of Bouffonites and Anti-Bouffoniteis took sides with either the 

• Bee Not*, p. 19. 
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Italians or the national opera. Both factions defended with eqna] 
obstinacy the chosen stand-point, and as the battle grew hotter 
and hotter the Italian singers at the end of two years thought 
beat to abandon the field. The stir they had raised was, however, 
not to be lost on dramatic nmsic in France. "As in every domain 
' of intellectual life", says Goethe, in his translation of Dideeot'b 
"Le neveu de Kameao", "so too in that of grand opera people had , 
begun to be impatient of the rigid shacklea of tradition, and the 
Italian Bouffonites had shown the possibility of demolishing the old, 
i hated frame-work and acquiring a fresh plane for new efTorts..., 
All the arts were in the middle of the preceding century char^ 
acterised by an extraordinary, almost incredible affectation, and 
divorced from all art- truthfulness and simplicity. Not only had 
the romantic &bric of the opera become more rigid and unyield- 
ing through tradition, tragedy also was played in farthingales, 
and a hollow, affected declamation recited her master^works. This 
went so far that the wonderful Voltaire, in delivering his own 
pieces, fell into an expressionless, monotonous, psalm-singing 
bombast, and was persuaded that in this way the dignity of his 
pieces, which deserved a far better treatment, obtained just ex- 
pression. " 

Ho wonder that at such a time the sagacious heads among the 
French in all spheres of intellectual life united in the endeavor 

-^.to oppose to culture and art what they called nature. In painting, 
Lebbuk's pompous and ambiguous representations were supplanted 
by the pictures of rural and family Hfe, the genre-scenes of a 

' >Wattead and a Liotabd; the mathematically planned gardens 
and clipped trees of Loms the fourteenth's coort^ardener, Le 
Nfltre, had to give way to parks in the EngUeh style; but dra- 
matic music shows a predilection for the operetta, and develops 
it after the model of the Italian opera bvffa into the Opiroi-Comiquie. 
True, there had been something of this sort before the arrival 
of the Italians in France, but as it was exclusively devoted to 
the amusement of the masses, it could in no way fulfil h%ber 
artistic requirements. The first step towards the artistic elevation 
of this opera of the masses was the performance of the works 
left behind them by the Italians, first of all, of the "Serra pa- 
drona" in a French version; then appeared the poet Vad^ and the 
composer Dauverghe with an original work, the comic opera 
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"Les troqaeors". After the complete success of Qae attempt the 
most noted poets of France, foremost Fayart and Makmontel, 
joined the new movement, substituting for the antique materials 
eicIuHiTely made use of for grand opera, events of daily — espe- 
cially of civil — life, as subject-matter of their dramatic poems. 
The most prominent of their musical collaborators were: the 
lileapolitau DUNI, whose "La laitiSre" made its way to (iermanj 
and helped to naturalize comic opera in that country also: thi^ 
the Frenchmen Philidob (celebrated, over and above, as chesB- 
player), Monsiqnt, whose "Le deserteur" (1769) is to this day 
favorably received in France; finally GsfiTaT, who, though half 
foreigner (bom at Liege in 1741), gave comic opera that perfec- 
tion through which it is down to the present time the genuine 
representative of the national character of the French in the 
"domain of dramatic music. 

In close alliance with this transformation of art-taste in France 
is the tendency exhibited at the same time by the French philo- 
sophy. The so-called philosophy of enlightenment is essentially 
opposition to the current dogmas and existing state of things in 
church and state, and the establishment of a new theoretical and 
practical view of life on naturalistic principles. Of the represen- ' 
tatives of this tendency we will here name only Jean Jacques 
Rousseau, as having acquired great renown not only as philos- 
opher but also as musician, in the domain of theory by his 
"Dictionnaire de la Musique", published in 1767, popularized in 
countless later editions and translations into foreign languages; 
in that of practice by the opera written and composed by him, 
first performed in 1752, "Le devin du village". Just as in Rous- " 
beau's religious, political and pedt^ogic principles the yearning 
to escape the ills of a degenerate society by returning to an 
imaginary state of nature finds extravagant utterance, so he ' 
wages war with like bitterness against the then ruling standards 
of musical taste, and is of course seen, in the quarrel between 
the Bouffonites and Anti-Bouffonites, on the side of the former. 

In his "Letter on French music" he unmercifully lashes the 
stiff formality of grand opera; and though in some points he goes 
too far, as, for instance, in his aversion to polyphonic music, 
which, following the lead of Gaccini (see p. 61), he declares on 
offence gainst good taste, yet most of the views therein expressed 
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merit tmqnalified approbation. Especially Trill Us demands that 
the orchestra should never come to a stop in the opera, bat, 
even when the singing ceases, should follow up the train of 
thought of the actor; moreover, that in passionate scenes the 
perfect cadence should absolutely be avoided;* finally, that the 
librettist, instead of aiming at the grea<.est possible clearness, 
should rather let the auditor occasionally liave the satisfaction of 
partly reading the meaning of the words in the soul of the singer 
— these demands will strike the champions of the modem ten- 
dency of tlie musical drama as perfectly legitimate. In connection 
with the last-mentioned observation We hear him repeat the ob- 
jection made to the French langui^e a century before, that it is 
ill adapted to be used with music, not precisely because of the 
difficulty of pronunciation, or of the nasal sounds and mute syl- 
lables, etc., but on account of its strictly logical construction as' 
opposed to freedom of transposing members of a sentence, of in- 
yersions, which in the Italian language sustain the attention up 
to the end of the sentence and at the same time the interest for 
the accompanying music.** 

Prom this prejudice Roussead was iireed only through that 
musician who brought the Lulli opera to the highest degree of 
perfection, again (struige to say] a foreigner, Chevalier Christo- 
pher VON Gluck (bom in 1714 at Weidenwang, Bavaria, died at 
Vienna, in 1787).*** Through his powerful artist-personality Glcck 
succeeded, after a comparatively unsuccessful career as opera-com- 
poser in Italy and Germany, in finding in Paris the suitable soil 
for his musico-dramatic reformatory effoita. Again, at his appear- 



* "Cea cadences parftutes sont toajouis la mort de rexpression", ho ve 
read in the work here referred to. 

•• "Si jevoulois m'Stendie sur cet article, je pourrois peut-fitre voua faire 
voir encore que les inversions de la Ungiie italienne sont beaucoup plus favo- 
rables II la bonne m£1odie que I'ordre didactique de la ndtre, et q'une phrase 
inuiicale ee d^reloppe d'une mani&ie plus agr^able et plus tnt^ressante, quand 
le sena du discours, longtemp? suspendu Be r^sout sur le verbe avec la cadence, 
que quand il Be d^veloppe k me^ure, et lai^se affoiblir ou satisfaire ainsi par 
degr£s le d^sir de I'espiit, tandia que celui de I'oreiUe augmente en nison 
•ontraire jusqu' k la fin de la phrase", etc. 

••• Oluck owed his title of "Chevalier" to the decoration, received from 
the Pope, of the Cross of the Oolden Spur, k distinction afterwards conferred 
an MozAST also. 
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■nee, the Pariman public -vrere divided into two parties ; this time, 
however, the friends of progress, among them Kousskau, stood 
on the side of the French grand opera, while the adherents of 
the existing state of things placed their hope in Italian music. 
Still more fiercely than «t the time of the Bouffonites and the 
Anti-bouffooites r^ed the battle between the Gluckites and their 
adversaries, who, aiter the Neapolitan composer PicclNi had been 
set np as rival of the German master, called themselves "Picci- 
nites"; nor was it till after many years that the contest was 
decided, in consequence of the victory achieved by Gluck's 
"Iphigenia in Tauris", in 1781, over the opera of the same name 
by Ficcnn, on which occasion German mnsic celebrated in the 
domain of opera its first triumph over Italian and French music. 
From all that has been said of the character of the French 
grand opera it follows that it was by no means accidentally that 
Prance became the theatre of Gluck's reformatory activity. For, 
just as little as it was his intention to follow, as musician, the 
taste of any nation whatever, so too he could not doubt that the 
tendency given to dramatic music by LuLLl and Rahead, and only 
this tendency, could guarantee the realization of his own prin- 
ciples; that moreover, the characteristic inclination of the French 
opera public of that day (as also of the present time) to enjoy 
music reflectively rather than directly, would afford him the 
greatest possible freedom in practically carrying out his system. 
How conscious he was of his special mission as dramatic com- 
poser, and what fixed principles he followed in his work, he shows 
us in the preface to his opera "Alceste", a kind of artistic creed, 
which at the same time expresses the opinion of the many, wlio 
before and after Gluck have combated and will yet combat the 
excessive prominence of the music in the opera The most im- 
portant sentences of this significant preface are the following* 
""When I undertook to set the opera "Alceste" to music, I resolved 
to avoid all those abuses which had crept into Italian opera 
through the mistaken vanity of singers and the unwise compliance 
of composers, and which had rendered it wearisome and ridiculous, 
instead of being, as it once was, the grandest and most imposing 

* I h&re transcribed these extracts ae thej ue given ui Obove's Bictic^ 
nary of Uisie and Musicians, Vol. I, Part V. Trm*laU>r. 
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■tage of modem tunes. I endeavored to redace mnsic to its prop<» 
function, that of seconding poetry by enforcing the expression 
of the sentiment, ttnd the interest of the eituations, without inter- 
rupting the action, or weakening it by saperUaous ornament. My 
idea was that the relation of music to poetry was much the same 
as that of harmonious coloring and well-disposed light and shade 
to an accurate drawing, which animates the figures without alter- 
ing their outlines. I have therefore been very careful never to 
interrupt a singer in the heat of a dialogue in order to introduce 
a tedious ritomelle, nor to stop him in the middle of a piece 
either for the purpose of displaying the flexibility of his voice 
on some favorable vowel, or that the orchestra might give him 
time to take breath before a long-sustained note." 

"Furthermore I have not thought it right to hurry through 
the second part of a song if the words happened to be the most 
important of the whole, in order to repeat the Erst part regularly 
fbor times over; or to finish the air where the sense does not 
end. in order to allow the singer to exhibit his power of varying 
the passage at pleasure. In fact, my object was to put an end 
to abuses against which good taste and good sense have long 
protested in vain." 

"My idea was that the Overture ought to indicate the subject 
and prepare the spectators for the character of the piece they 
are about to see; that the instruments ought to be introduced in 
proportion to the degree of interest and passion in the words; 
and that it was necessary above all to avoid making too great a 
disparity between the Recitative and the Air of a dialogue, so 
as not to break the sense of a period or awkwardly interrupt the 
movement and animation of a scene. I also thought that my 
chief endeavor should be to attain a grand simplicity : and conse- 
quently I have avoided making a parade of difficulties at the cost 
of clearness; I have set no value on novelty, as snch, unless it 
was naturally suggested by the situation and suited to the ex- 
pression; in short, there was no rule which I did not consider 
myself bound to sacrifice for the sake of effect". 

The practical carrying out of these maxims could of course 
find no applause either in Italy nor in the artisfs native land, 
utterly dominated as it was by Italian opera. In Germany he had 
for opponents not only the whole body of mnaiciatts but also th« 
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most eminent critics, Bmong them Professor Forkel, of GSttingen, 
who Employed all his esthetic st^city in depreciating Gluck'i 
music, and was especially severe upon the composer's claiming for 
it the property of "noble simplicity", "What the Cheralier pleases 
to call 'noble simplicity' is in our opinion nothing but a miserable, 
empty and naked, or, to speak more properly, an ignoble simpli- 
city, arising &om lack of art and knowledge. It is like the stupid 
simplicity o^ tlie common people as against the noble simplicity 
shown in the manners and conversation of polished and meri- 
torious persons; in the former case everything is coarse, deficient 
and faulty, but in the latter, perfectly correct, plain and elegant 
In a word, the Gldck species of noble simplicity resembles the 
style of our alehouse- virtuosi, which has in it simplicity enough, 
t« be sure, but at the same time much that is disgusting." 

For criticisms of this kind Gldck was, indeed, up to a ceiv 
tain degree indemnified by the enthuBiastic approbation bestowed 
upon bim in literary circles: his very remark to the librettist oi 
his "Iphigenia in Aulis", DU Rollet: "Before I set to work I first 
of all try to forget that I am musician", should have sufficed to 
secure for bim the sympathy of cultivated non-musicians. Never- 
theless, the influence of these circles upon public opinion was, 
under the social and political circumstances of Germany at that 
time, too insignificant for Gluck to expect from them an effec- 
tive support of his efforts. It was otherwise in France, where 
just then in all departments of intellectual life the fashion was 
set by the representatives of literature, and where in this case 
the most eminent philosophers and poets had worked together to 
gain the victory for Gluck's opera. Especially must the voice of 
a man of Rousseau's authority have weighed much in Oldce^s 
favor, after the former bad openly acknowledged that Gluck's 
opera had entirely cured bim of his former unbelief in the possi- 
bility of a French music-drama. And that this acknowledgement 
by no means concerned theoretical principles merely, that Gluck's 
mnsic fully satisfied the philosopher's intellect not only but also 
the craving of his heart and sonl, is proved by the fact that 
RoussBAu, after having refrained for years from visiting tlie opera, 
from the time of the appearance of the "Orpheng" missed no re- 
presentation of the work, as also by his answer to the reproach 
of want of melody made gainst Gluck's munc: 1 find that mft- 
lody streams out from all his pores" 
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The political diatnrbanceB that r few years after this second 
nmsical contest conmleed the Frencli capital, were anything bat 
favorable to the farther deTelopment of dramatic music in France. 
True, the theatres were, as a contemporary (Cherubini's wife) 
relates, crowded at night, after multitudinous guillotiiiingB by 
daylight; moreover, the principal composers were constantly em- 
ployed in glorifying the revolutionary proceedings by national 
hymns and other occaaional works, yet the musical productions 
of that period have had no influence beyond the time of their 
origin, with one exception — the "Marseillaise", written and com- 
posed by RouGET DE Lisle (produced for the first time under its 
original title : "Chant de guerre pour Tarmee du Ehin", and scored 
by GOSSEC, on the 30"" of September, 1792. at the Paris Grand 
Opera), which, as is wrll known, has retained its stimulating 
power from that day to this. Strange to say, however, to this 
period of wildest excitement belongs a musical event of thoroughly 
peaceful character and of the highest interest for music in general 
as for French opera in particular — the establishment of the Paris 
Conservatory. This institution, whose official name "Conservatoire 
de musique et de declamation" ezpressee its aim as fosterer not 
only of music but also of dramatic acting, was designed, according 
to the plan of its fimnder, Sabrette, primarily for the education 
of French military musicians, as np to that time Germans were 
the only ones to be had. Bnt after the government had assumed 
the care of the school originally supported by Sasrette out of 
his private means, its sphere of activity was enlai^ed; the first 
musicians of France* came together to tabor in common, and as 
first firuit of their activity appeared s number of instruction- 
books for all branches of mnsical technics, the utility of most of 
which has been attested down to the present day. In other 
respects also the labors of those men were accompanied with 
the best success, so that in but few years after the opening of 
the institution the Germans were no longer needed. The German 
spirit, indeed, continued even thenceforward to influence French 
music, as is proved, e. g., by the works of M^HDL, whose "Joseph 
in Egypt^ (1S07) makes no conceasionB to the national taste of 

* Among them GossEC, HinuL, Cherubini, the iBst-named from 1821 
to 1842 diiector of the Couaervatory; he v&a followed by Adbeb (died 1811). 
and the Uttei by Ahbboibb Thohas. 
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the French; forflier, b; ttoaa of Chebtjbini, who as opera-cum- 
poser first made his mark in Vienna, and vas acknowledged hj 
the musicians there, including Beethoven, as inaurpasBable master 
in this kind; laatly by those of Spourmi, who, although the ge- 
nuine musical representative of Napoleonic France, yet as musical 
dramatist closely follows Gldck, and during the latter part of 
his artist^career labored in Germany, specifically in Berlin, where 
he had from 1820 to 1841 the position of general music-director. 
The French spirit, on the other hand, from henceforward finds its 
expression almost exclusively in comic opera, and here in its 
greatest parity in Boieldied ("Caliph of Bagdad", 1800; "John of 
Paris", 1812), and Adbee CThe Mason", 1825). 

To the many foreigners who, influenced by the national taste, 
became tributary to French grand opera, we must yet add Meter- 
beer (bom at Berlin, 1794, died at Paris, 1864). He might, by 
reason of his brilliant musical talent and his insight and experience 
in regard of dramatic effect, have been the man to promote French 
opera in every direction, had he not allowed the desire for out- 
ward effect to prevent him from rightly and conscientiously apply- 
ing his gifts. In this endeavor he almost entirely loses sight of 
art-fitness and purity of style and is in the main satisfied with 
astonishing the public by constantly employing new stimulants. 
The applause which nevertheless his operas have met with in 
France and everywhere, accounts for the fact that the latest 
generation of composers for grand opera have in the main followed 
his example. On the other hand, it appears that the more ideal 
tendency of dramatic music so ardently pursued for the last de- 
cennium in Germany has found numerous followers among the 
French musicians of the present time. From them we may expect 
with certainty an enrichment and ennobling of French opera, 
provided that they avoid the rock on which so many of their 
countrymen have been shipwrecked: the giddy pursuit of quick artis- 
tic snccessea, the over-estimation of the vox popuii at the ezpeuM 
of their musical conscience. 
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Opera ia Germany — as the title of this chapter ought ia 
itrictness to read, seeing that a national opera, such as Italy and 
France had possessed as early as in the I?"* century, could, dur- 
ing the period to be described, not, or at least only imperfectly, 
be developed among the Germans — opera in Germany took, 
like French opera, its start &om the Italian, and it is a remark- 
able fact that the Fatherland anticipated all other countries in 
introducing the art-species newly discovered in Florence. It was 
the elector John Geobgb I. of Saxony, that brought about the 
first opera-performance in Germany, the occasion being the mar- 
riage of his daughter to the landgrave of Hesse-Darmstadt, to 
which latter he wished to offer an art-enjoyment of a special 
nature. There was, to be sure, at that time no lack in Germany 
of theatrical representations of various kinds. For a century the 
sacred plays had, in consequence of the Reformation, been re- 
placed by the so-called "Moralities", a kind of dramatic perform- 
ance imported from France, having chiefly moral and theological 
aims, personifications of virtues and vices being mingled with the 
characters of bible-history. Alternately with these were played 
Student-Comedies in Latin and German, in which at the very be- 
ginning of the Renascence is seen the endeavor to bring about a 
regeneration of the drama after the classical pattern. Besides 
these, the carmval plays had sprang up from the midst of the 
people, which were arranged by guilds of citizens and artisans, 
and, after poets lite Hans Sach8 (end of the 16"" century} and 
Jacob Ateer (beginning of the I?"" century) had devoted their 
talents to them, aroused such interest that they were no longer 
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Teatricted to the cBiruTal seaGon hat were petibrmed the whol« 
fear round. 

PestiTities of this kind, however, appeared to the elector ia- 
8a£Gcient for the entertainment of his goest, after the news of 
the reriral of the antique music-drama had come to him &om 
Italy. Accordingly he chained his court-music-director, Heinrich 
ScbOtz {of whom we shall speak later) , to order from Florence 
Pgbi'b and Rnmccnn's maiden opera "Daphne", and the poet 
Martin Opitz to turn the text into German. As, however, the 
German version would not suit Peri's music, SchOtz was obliged 
to set it to original music, and now at last (April 13, 1627] the 
opera could be performed. As to the success of this perfonnance 
we are left in uncertainty; SchOtz's music, too, has not been 
preserved, which would be deplorable were we not justified is 
assuming that the composer closely imitated the Italian style, of 
which he was a fervent admirer. It was not possible that this 
first appearance of opera should have a permanent effect, for the 
reason that soon afterwards the disturbances of the Thirty Yeartf 
War rendered infeasible the promotion of the arts in general. Aa 
for SchCtz, after the restoration of an orderly state of things 
he no longer composed for the theatre,* but devoted himself to 
sacred music exclusively, leaving opera to the Italians who came 
to Dresden in 1562, after the regular theatrical performances had 
been renewed upon the accession of John Georqe II. to the 
throne. To set up domestic against foreign art would have met 
with as little encouragement here as in the other capitals of Gei^ 
many, since the political and material distress consequent upon 
the war seemed to have paralyzed for ever the intellectual elasti- 
city of the people, and with the exclusive preference of the princes 
for everything foreign it was all the easier for Italian opera to 
attain absolute dominion. 

One single city of Germany made at that time an exception 
— Hamburg, which on account of its geographical position had 
had less to suffer from the ravages of war, and by its commercial 
energy had for a long time attained to wealth, but at the same 
time BO earnestly pursued the ideal aims of life that in this re- 



* Widi the single exception of one woik, the "Orpheni", eamposed aflcf 
a mcond journey to Italj, performed Kot. 20, 1638, at Dreiden, the music of 
which is i]«o no 1oii|;eT extant. 
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■pect, especially as nursery of muBic, it had during the second 
half of the 17"' centoiy the highest reputation throughout all 
, Germany. How highly art and its representatireB were esteemed 
here is shown by the fact (among others] that Ghristoph Bebn- 
HABD, when he was called from Dresden to he town-precentor,* 
va> ceremoniously received by the notables of the city, who rode 
IB six coaches as far as Bergedcrf — two miles distant — to meet 
him Especially was there in Hambuig no lack at any time of 
excellent organists; among them must be specially mentioned 
JoBAHH Adam Beineen, whose playing had such an attraction 
for Sebastian Bach (among others) that the latter during his 
ichool-days repeatedly made his way on foot &om LOneburg to 
Hamburg to hear the master. Under these circumstances sacred 
music was necessarily the first to feel the influence of the pro- 
gress made in Italy through the development of the dramatic 
element in music. Hamburg consequently became the place for 
solving the question, discussed everywhere in Germany, whether 
in church-music the simple, sombre ancient style, or a "subdned 
theatrical" style vrith strong emotions and touching expression, 
should be preferred. The Hambui^ composers Eeiser, Mattre- 
SON, Teleuann, advocated the latter style, and urged that "as 
the divine music best exhibited its excellency in opera, the most 
fashionable piece of poetry, so much the more reason was there 
for giving a like advantt^e to church-music, consecrated directly 
to God's gloty". On the basis of these principles and by adapting 
the vocal forms of Italian opera to sacred texts were first pro- 
duced the great church-cantatas, then the "Passion" in the form 
in which Bach afterwards brought it to perfection. 

At first this dramatic church-music found universal applause. 
Even among the clergy there was no lack of earnest advocates 
of the new tendency, in fact some of their number had them- 
selves given the impnlse to the movement, as for instance Erd- 
HANK Neumeister, who had for many years written texts of 
church-cantatas in operatic form. When, however, the poets be- 
gan, by individual — for the most part anything but sublime — 
inspiration, to crowd the sacred text more and more out of the 
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Paiisioii-poema , the orUiodox clei^ felt that they were called 
upon to protest energetically against the mixture of sacred and 
tecular, and from the contradiction of opiniona sprang a literary 
feud which lasted for years, and eTen extended far beyond the 
limits of Hambm^. 

This short indication of the attempts originated at Hamburg 
towards the formation of a new church-style — the farther results 
of which will be discussed in the next section — may sufSce to 
explain why precisely Hamborg could nndert^e to lead the-way 
in the domain of opera also. Until 167S the German soDg-plays 
performed here were mere imitations of the French operettas; 
but meanwhile the innovations in church-music had awakened the 
impulse to aim at higher things for the theatre also. Not only 
the artistic body and the most respected citizens, but also part 
of the clergy were altogether favorable to the plan of a national 
opera; the preacher at St. Catherine's church, Elmekhorst, not 
satisfied with publicly approving of it, coSperated personally in 
its accomplishment by writing opera-texts. In the year above 
mentioned, however, these wishes were to find their realization 
through the agency of the organist Reinkbn, who had united with 
others in a theatrical undertaking in grand style, and on the 2' 
of January the first German opera-house was opened vrith the 
opera "Adam and Kve, or the created, fallen and redeemed man", 
text by RiCHTER, music by music-director Theilb. 

The interest aroused by this first attempt in all circles of 
the population of Hamburg must have excited hope for the pros- 
perity of German opera. The German national feeling could here 
all the more readily put its stamp on the foreign product, in that, 
owing to the republican constitution of the city, every regard for 
court and aristocracy was dispensed with. If nevertheless the 
Hamburg opera could not be brought to a complete whole it was 
not for lack of able composers, but owing to the dissension 
between the poetic dilettanteisms of the experts and those of the 
people, for which there was no suitable mediator among the poets 
of that time. It was impossible for the people to take delight 
in the sacred and antique materials exclusively employed at tha* 
time, for which reason it was judged necessary to infuse intt 
even the most serious situations a ludicrous eleinent. At the samt 
t'n^ no pains were spared to gratify the sense of sight, and 
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Rccordicgly the operas were got up as to extenialB with a care- 
fulness strikingly contrastiDg with the slovenlinees and hollowness 
of the poems, ^ot the least of the difficulties with which the 
Hamburg opera had to contend was the lack of efficient singers, 
especially females: the cantrati had never been liked in Hambui^, 
and the daughters of semi-respectable families were deterred by 
the dominant prejudices gainst the theatre from devoting them- 
selves to the stage. Accordingly one had to take, as Dommbe 
says' (History of Music), what one could get; under the mask of 
Olympic gods and heroes were sheltered cobblers and tailors, 
runaway students and v^abonds of all sorts, and similarly the 
mistresses of the fish and vegetable markets figured along aide 
of the priestesses of Venus vulgiv^a as antique goddesses and 
queens. 

A new life began for the Hambui^ opera with the advent 
of music-director KussER (or Cousser) from Pressburg (1693), 
who introduced, first, by means of his operas modelled after those 
of Steffani, a better style of writing and of singing, then also 
a stricter discipline among the actors, and through his energy 
combined with amiability accomplished all that under the circum- 
stances was possible. His exertions as composer, and as director 
and teacher of the artists committed to his care were so success- 
ftj that Mattheson in his book "The perfect music-director" held 
him up as the ideal of one holding that office. But still more 
genial than KusSER's were the labors of the Leipsie composer 
Reishard Keiser, who settled in Hamburg in 1694, and in a 
short time became, through his fresh, vigorous talent, the hero 
of the day. Keiser's productivity was extraordinary; he wrote 
120 operas, some of which were given even in Paris, though 
without special success, as they were inferior from the dramatic 
side to the French operas, and, as regards vocal effect, to the 
Italian. His music was well spoken of by his contemporaries, but 
as he had no higher aim than to please the public of his day, 
be became more and more estranged from the ideal and his talent 
steadily declined. 

It is characteristic of the freshness inherent in the music-life 

, of Hambni^ that even a Handel was attracted by it and devoted 

his efforts for three years — 1703 to 1706 — to the theatre of 

that city. Notwithitanding all this, the Hamburg opera fell in 
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p fev deceDDarieB from the height so qaickly attained; externa] 
Btimulantfi were more and more recklessly Bupplied, to make tip 
for interior barrenness of style. Heaven and hell, battles and other 
spectacles were represented; horses, aeses, camels and monkeys 
appeared more and more frequently on &e stage; the fool and 
the merry-Andrew played their pranks, in the serious opera as in 
the farce, with ever increasing obtrusiYeness. Even Telemahit, 
famous far beyond the boundaries of Germany, who was called 
from Frankfurt in 1721 to prop up the opera after Matthesoh 
and Keiser had already withdrawn from it, could not prevent its 
fall: in 173S German opera is utterly discontinued, and the 
Italians, for a long time already supreme in the other capitals of 
Germany, now make their triumphal entry into Hamburg also. 

After the failure of the Hamburgers to sustain a national 
opera, nothing is heard for some decennaries of farther attempts 
in this direction. About the middle of the century, however, 
German opera begins to stir itself, in connection with the upward 
flight of German poetry brought about by the poets of the so- 
called Prussian school of Frederick the Great's time — Uz, Gleih, 
Hauler, Klofstock, Lessing. In the domain of the musical 
drama this movement is manifested in a threefold way, and that, 
too, each time under foreign influence. Gluck finds in Lulli'b 
French opera the most suitable means of asserting the power 
of his German spirit as opposed to the Italian effeminacy; Mozabt 
selects Scarlatti's Italian opera as the starting-point of his own 
— interiorly likewise good — German art-endeavors; finally, the 
French comic opera, called into life at the same time by the help 
of the Italian opera huffa, suggests the idea of re-instating and 
ennobling the German song-play* These reformatory efl'orts had 
sprung, in Germany as in France, from the desire to return from 
an art estranged from everything natural to primitive simplicity 
and to an unafTected manner of feeling. Naturally, in this the 
song-play fell into the opposite faults of the grand opera: while 
the latter had lost the basis of reality under its feet, the former 
degenerated into coarse commonplace But it made up for ^hjs 
l^ bringii^ into prominence two vivacious elements, jest and 



* In the original Genuiin Singspiel, meaning a form of opera admittinf; 
ipoken language, thus differing from grand ipers. {Trtmhter.) 



«byGoogle 



98 OBUUN OFEKA. 

drollery, which irere calculated to atone for mach that was defeo- 
tire, even tboogh the means employed were not always of th« 
most refined. 

This time Leipsic is the city to hold out its hand to German 
opera in its bold attempt to dispute the field with the Italian. 
Here in 1765 the first soi^-play was performed, entitled "The 
Devil is loose, or. The transformed women", the libretto (from 
English material) by the poet Weisse, the music by Johanv Adam 
HiLLEK, cantor at the St. Thomas church. The latter had, in his 
endeavor to raise the art-species to a higher plane of art, to con- 
tend with a twofold difficulty. In the first place, the theatre- 
director Koch required of him that the music should throughoat 
be so simple that each one of the audience could occasionally 
join in it; in the next place, the singers proved utterly incapable 
of accomplishing what Hillek required of them, seeing that now, 
as formerly in Hamburg, the best vocalists had been secured by 
the Italian opera. The Prussian music-director Eeichabdt writes 
concerning this: "As often as there came an air by Hiller which 
was full of noble feeling and rery expressive, I imagined to my- 
self how he used to sing it to me at his piano, and then I had 
to listen to the bawling of this or that big-mouthed female singer 
and the night-watchman's voice of the lover". Notwithstanding 
all this HiLLER'a operas were universally liked and were spread 
over all Germany, especially "The Vill^e barber" and "The Hunt", 
which latter was performed in Berlin in 1771 no less than fort^ 
times in the course of the year. 

In Vienna German song-playa and operettas had already be- 
fore this been performed by itinerant theatrical troupes, and as 
early as 1751 a Joseph Hatdn had tried his powers in this de- 
partment. But his operetta "Der krumme Teufel" (a satire on the 
impresario Affltoio), like Mozart's song-play "Bastien und 
Bastienne", performed in private in 1768, could not exercise any 
influence upon the farther development of that species, because 
both works, as youthful and occasional productions, could not lay 
claim to higher art-worth and general estimation. Not until the 
going into effect of the emperor Joseph II.'s German-national 
tendencies does operetta begin to lift up its head. From the time 
of his accession (1765) this monarch had patronized the German 
stage, as aa indispensable aid to national culture , and in later 
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jrears lie came to the detennination to suppress ntteil; Italian 
opera and tlie ballet, in order to substitute for them the "nstionat 
song-play", aa he called German opera. The artist whom Joseph IL 
after n long search found -worthiest to begin the series of German 
Opera-Gompooers was Ioitaz Umlauf, then a Tiola-player in the 
orchestra, tIiosi "^ergknappen" ("The Miners"), after gaining the 
emperor's approval at the general rehearsal, was in 1778 for the 
first time produced in public. Then followed a series of song- 
plays, partly translated &om the Italian or French, partly written 
by Viennese poets and composers. Among the latter was Mozart 
also, whose long-cherished plan to write a German opera could 
now at last be carried out. He found a suitable libretto in 
Bretzner's "Entftihrung aus dem Serail" ("11 Seraglio"); at the 
beginning of 1782 the composition was finished, and on July 12'^ 
of the same year the work was performed for the first time, amid 
the enthusiastic applause of the Viennese public. 

Strangely enough, Hozabt, in spite of this brilliant success, 
and although the "EntfEthmng" came much nearer to the ideal set 
up by the emperor Joseph than all the works of previous com- 
posers, nevertheless received no commission for farther works of 
this kind. The emperor himself seems to have not clearly recog- 
nized the significance of what he had called into being, for he 
criticized Mozart's music rather coolly. Too beautiful for our 
ears and very many notes, dear Mozart", said he to the com- 
poser, to which the latter replied: "Just so many notes, your 
Majes^, as are necessary." Much more deeply interested in Mo- 
zart's opera was the venerable master Gldck, at whose request 
it was once performed even out of the opera-season. Goethe, 
who had by his operetta-librettos "Erwin und Elmire", and "Clau- 
dine von Villabella" evinced Ytis interest in the development of 
the German song-play, and had set great hopes on a third poem, 
"Scherz, List und Kache", set to music by his friend Christoph 
Eatser, wrote shortly after the appearance of the "Eutfiihrung" 
TJnfortunately our piece suffered from a vocal leanness, it mounted 
no higher than to a terzetto, and one would have given a great 
deal for a chorus. Hence all our efforts to keep within the simple 
and limited were thrown away when Mozart appeared. The 
"Entfthrung" struck down every thii^, and on the stage nothing 
was said of our so carefully prepared piece". In fact the German 



,dbyGoogIe 



100 GltRUAK OFSBJl 

operetta, which had been opposed by men like Gleih and Lesstho 
KS hmifiil to culture and destructive of taste, had gained under 
MoziRT a place among the serious, noble art-species. The naster 
who in his Italian operas "Don Giovanni" and "Figaro" has 
proved his ability to transplant himself into the character and 
modes of expression of a foreign nation, shows himself in the 
"EDtftihrung" a thorough German. 

Incomparably greater applause than Mozart received was 
won from his contemporaries by the operetta- composer Carl 
DiTTER VON DiTTERSDORP, because he adapted himself in his 
artistic productions to the degree of musical culture of his sur- 
roundings, instead of rising above them, as Mozart did: After 
having passed through a strict school of composition, as shown 
by his string-quartets, which in sterling worth closely approach 
those of Hatdm, Ditteksdokp afterwards found in comic opera and 
ttpera buffa the proper field for his activity. The melodic richness 
of his music and the genuineness of his formations, constantly 
drawn from life, procured for him at his very first appearance as 
opera-composer with the "Doctor und Apotheker" (1786), a popu- 
larity such as neither Hatdn nor Mozabt at that time enjoyed. 
The opera just mentioned was given in Vienna twenty times in 
the same year, and two years later in London thirty- six times in 
succession, and his other operas, some thirty in number, obtained 
like good fortune. Besides Dittebsdorp are to be mentioned as 
Viennese composers of song-plays Johann SCHBtrCK, famous 
through his "Dorfbarbier", also as musical adviser of the youth- 
ful Beethoven; Wenzel MOlIjER, composer of more than two 
hundred song-plays of a low-comic order, among which TDie 
Schwestem von Frag" held its place on the German stage long 
after his death; Ferdinand Kauer, whose "Donauweibchen" was 
for a half century the delight of the frequenters of the popular 
theatres, — and others. The partiality of the public for these 
works of a lighter kind may well have disquieted those who had 
destined a more ideal sphere of action for German opera. But 
it was soon to be seen that these composers also had jointiy 
helped to refine tbe national musical taste; for, when MozABT 
eame forward on September 30, 1791 (the year of his death}, with 
• second German opera, tbe "ZauberfiSte", he was incomparably 
better understood than with his "EntfUhrong". It is through the 
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. "ZBoberfiSte" ihat Uozabt has opened to his nation the sanctuai^ 
»f CSerman art. While in the case of the "EntfQhrung" the pri- 
mary purpose was to lift up the Qerman Bong-pIay to the level 
of the opera, here the main point vaa to find forms which would 
allow perfect freedom to dramatic characterization. How the 
master sncceeded in this is seen in every measure of the score 
— excepting of course the tw" arias of the "Queen of night", 
which he wrote out of consideration for the "voluble throat" of 
his oldest sister-in-law, Frau HoFER. — and how his German 
nature , in spite ' of his long intercourse with Italian art, remains 
titterly unadulterated, is seen precisely in the "ZauberflBte" with 
convincing certainty, for instance, in the amiable carrying out of 
the popular figure of Paps^eno, and no less in the religious cere- 
monials of the opera that pertain to free-inasoniy. 

Beethoven declared the "Zauberflote" Mozabt's greatest work, 
"for here he haa shown himself as German master" — and by 
this utterance his own standing as German composer is sufficiently 
characterized. As such he too had to aim at the perfecting of 
German opera, yet it was not given him to surpass Mozart in 
this domain, because the chief problem of his age, the develop- 
ment of instrumental music, preeminently claimed his attention. 
As the study of dramatic and artistic singing was till the close 
of the previous century the indispensable basis of musical educa- 
tion, so had Beethoven also gone through this school, and indeed 
under the direction of Salieri, famous as teacher and as opera- 
composer (&om Maria Theresa's time up to his death in 1825 
court music-director in Vienna). Yet already in BEETnovEN's first 
opera, "FideUo", which was also to be his only one, it was 
pvident that he had by no means adequately utiKzed the vocal 
instructions of this master, and the complaints of "unsingableness" 
which were heard during the rehearsals of this opera were only 
too well-founded. For Beethoven, accustomed by the tractability 
of the instruments to indulge his flights of fancy without restraint, 
had neglected to take account of the conditions under which alone 
the human voice can attain to full effect. Just so little was he 
capable of doing justice to the scenic requirements, and as he 
moreover rejected with his peculiar obstinacy all su^estions ol 
betterment, the reception of the "Fidelio" on its first appearance 
(Nov H), 1805) could not but be a cool one. The Viennese re- 
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porter of the jotimal "Der FreirnQthige", edited by Kotzebdk, 
wr"te at that time: "A new opera by Bbbthoveh, 'Fidelio, oi 
Conjugal Lore', did not please. It was performed but a few times, 
and, after the first repreaentation , to emp^ houses. The music 
also is really far below the expectations to which experts and 
amateurs thought they had a right. The melodies and the char- 
acterization, exquisite as much of it is, lack nevertheless that 
happy, striking, irresistible expression of passion that carries us 
away in Mozart's and Chekubini's works; the music haa some 
charming passages, but it is far from being a perfect, or even a 
successful work". 

In explanation of the slender applause bestowed on Tidelio" 
on its first appearance, we must also take into account the tm- 
favorable outward circumstances under which the work came be- 
fore the public. A few days before, the court and the nobility 
of Vienna had been driren out of the city by the entrance of the 
EVench under KapoleOk; the theatres remained at first quite 
empty, and the audience which by degrees gathered in them con- 
sisted exclusiTrely of French soldiery. The "Fidelio" had some- 
what better fortune when it was resumed in the following year, 
after the political situation had cleared up and moreover the com- 
poser had consented to a partial revision of his score. Then it 
again rested for some years, and it was not till 1814 that "Fidelio", 
newly retouched and represented for the third time, could be fully 
understood and become common property of the German people. 
Without venturing to place it beside, much less above, Mozart's 
masterworks in art-value, we must nevertheless regard it as a 
precious legacy of Bekthotkk's genius. Here the master could of 
course not attest his whole power and originality, since the forms 
to which the opera was restricted at his time and which he did 
not as yet venture to demolish, offered insurmountable obstacles 
to his yearnings for artistic freedom. "While in the oratorio and 
especially in the symphony a noble, perfect form lay before the 
German master, the opera offered him an incoherent medley of 
small undeveloped forms, to which was attached a conventionalism 
incomprehensible to him and restrictive of all freedom of devel- 
opment. If we compare the broadly and richly developed forms 
of a Beethoven symphony with the different pieces in his 'Fidelio', 
we at once perceive how the master here felt himself restrained 
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and hindered, and conld liardly ever attain to the proper unfolding 
of bis power. For thJ9 reason, as if to launch forth at leaet for 
once in his entire fvdness, he threw himself as it were with all 
the weight of desperation into the overture, projecting in it a 
composition of preTionsly unknown breadth and significance. He 
withdrew in ill humor from thia sole attempt at on opera, yet '■ 
without giving up the wish to find a poem that would enable him 
to display his mnaical power. The Ideal it was, that was con- 
ctantlj before his mind."* 

The prevailing state of operatic affairs at Beethoyen's time, 
on the one hand, and on the other his introverted, altogether 
subjective artist- nature explain why the "Fidelio" remained ■ 
solitary performance, a performance indeed in a high degree • 
honorable to its author, yet not calculated to insure him a place 
among the corypheuses of German opera. He has, however, in- 
directly rendered to opera a higlily important service, as it was 
he that gave the instruments a capability of expression unexcelled 
even to this day, to that extent that in the orchestra was found 
t tone-language for revealing the most secret emotions of the 
eotd. With the aid of the Beethoveman orchestra the composers of 
the romantic school who succeeded Beethoven Tentured to under^ 
take to guide German opera into new pathways, and under the 
fructifying influence of his genius it could become possible that 
■ national music-drama, such as had long been possessed by Italy 
ud France, should be brought to perfect maturity in Germany also 

* BicHUD Waqmeb's "ZuLuofUtnusiL". Colleeted Woika, VoL VIL 
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THE ORATORIO. 



^te traces of the sacred mtiBic-draina, wbich, direBted ol 
■ttemal accessories, action, costiime and decorations, has attained 
■mder the name "Oratorio" so great importance in the music-life 
of our day, can be followed up into a far more remote antiquity 
than those of the secular. Kot only is the Greek tragedy to be 
classed, as a religious ceremony, in this category; the celebration 
also of the mysteries by the Egyptian priests, as described by 
Herodotus, in which were represented, nndoubtedly with musical 
accompaniment, the sufferings of the god Osiris, may rank as a 
kind of passion-play, and similarly, among the Hebrews the rich 
temple-worship at King David's time, his dancing before the ark, 
and the antiphonal singing of the psalms, point to a musico-dra- 
matic form of divine worship. The Christian church in early times 
united a dramatic element with its ceremonial, from the conviction 
that sensuous perception operated more powerfully on the minds 
of the new converts than mere doctrine. The gospel was at first 
acted out, or, as it was said afterwards, impersonated, whereby 
the whole action acquired a dramatic appearance; one priest re- 
cited the words of Jesus, another those of the evangelist; the 
multitude, the disciples and the Sanhedrim were represented by 
the choir of singers. As, however, the singing was in no wise 
distinguishable from that prescribed for the divine service, the 
difference between these representations and the usual ritual was 
scarcely noticeable. 

A more marked prominence of the dramatic as also of the 
musical element is seen in the representations of the Passion that 
were usual, under the name "Planctus Marise" (The Sorrows of 
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Mary^, during tho IS" and M"" centuries. Here flie metre of 
the poems proTes that they were sung — not to a church-chant, 
but — to a melody of master-song, of a character about midway 
between the lightness of the folk-song and the gravity of the 
plain-chant. The religious drama made still farther advances in 
this direction, after the clergy, in order to turn the public favor 
from the very low secular plays to something higher, had brought 
forward the laity also to participate in it. In consequence of this 
societies were formed from among them for the purpose of get- 
ting up representations of this kind, — as for instance, in 13S9 
at Paris, the Confrerie de la Passion, to whom the king granted 
m theatre, called "la Trinite", for their own special use. In time, 
however, the co5peration of the laity, to whom the strolling mu- 
sicians also united themselves, gave the sacred plays a secular, 
burlesque, even immoral stamp, and the music, which in the low- 
comic episodes connected with sacred history took the place of 
the accentus ecclesiasHcus * was, in order to ^ree with the 
situation, not permitted to rise above the folk-songs that were 
most popular as bordering on the etreet^songs , as for instance 
when Judas is haggling about the thirty pieces of silver, or 
when the ointment-vender is offering his wares to the women 
hastening to the Saviour's tomb, cracking the while all kinds of 
coarse jokes. 

Still greater was the disorder connected with the so-called 
"Ass's festivals" and Tools' festivals" celebrated up to the end 
of the Middle Age in some countries, chiefly in France. In the 
former festival, which was celebrated in memory of the flight of 
the holy family into Egypt, an ass covered with a monk's cowl 
was led through the streeta into the church, the priest at the 
altar intoned the so-called ass's chant, and for a reirain imitated ' 
the ass's braying, whereupon the congregation dancing ronnd the 
animal, responded antiphonally. The "Fools' festival", or "All 
Fools' day", was kept at the winter-solstice, in remembrance <A 
the ancient Roman Saturnalia with their temporary emancipation 
of slaves; a fool-bishop was chosen to celebrate mass, while the 
rest of the clergy and the people, disguised aa wild beasts — a 



* The manner, half-way between linging and declamation, of intoning 
e prajera, epiatlea »nd gospels, lessons, «tc in the church-Rerrice. 
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reiniiiiBcence of the combats of beasts in tiie Boman circng — 
dealt blows right and left in the church and comiuitted the 
grossest excesses. Just so little as all these spectacles can the 
representations of Death in processions, which sprang up at the 
same time, lay claim to artistic significance. These descend from 
an old traditional play on the feast of the seven Muccubean 
brothers — whence also the name "Chorea Maccabeorum" ^Dance 
of the Maccabees), afterwards in France "danse macabre", — and 
enjoyed great popularity, as is attested by the manifold pictorial 
representations of the "Dance of Death" by the painters of the 
Middle Age. 

For lack of the necessary means the popular drama was 
unable to expand, either towards the sacred or the secular side, 
into a higher art-species; it sank deeper and deeper, until in the 
17"" century it utterly disappeared. The last trace of it may be 
found in the Passion-play which is still performed every ten years 
at Oberammergau in Bavaria, and which in view of the fervor 
and the artistic tact of the coSperators, as also of the part taken in 
it by the thousands of spectators, is more than merely historically 
interesting. As for the ecclesiastical representations of sacred history, 
on the other hand, that had continued to exist side by side with 
tlie passion-plays of the laity, they had remained, over against 
the grotesque excrescences of the latter, true to their liturgical 
character, and were able, especially after the revival of church- 
song through the Reformation, to attain enhanced musical impor- 
tance. At first it was of course impossible to break with the old 
music-forms; during the entire 16"" century the evangelist con- 
tinued to recite the history of the Saviour's passion in the a^ren^ 
lus ercleiianticm. the words of Christ were sung in four-part har- 
mony, as though to divert the attention from his real personality 
and allow only the universal validity of his words to be emphasized. 
Even Heinrich SchCtz with whom as expert and friend of the 
dramatic music that sprang up in Italy at the beginning of the 
l?**" century we became acquainted in the preceding section, could 
not find exactly new forms for the musical celebration of Easter, 
bat could put a new spirit in the old ones, as a nearer view of 
his labors will show, after we shall have first taken a survey of 
Italy's efforts in this domain. 

Italy, the fatherland of ecclesiastical and of dramatic music, 
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ii ihe birthplace, as of the opera, bo aleo of the Oratorio. Aa 
early as in the course of the !&■*' century it had been customai^ 
in the monasteries there to establish in Lent public devotional 
exercises, to compensate the people for the theatrical plays for- 
bidden daring the penitential season. An additional attractireness 
was giren to these meetings — called, after the prayer-hall 
(oratory) in which they were held, Congregazioni del oratorio — 
when the Roman priest Filkto New came upon the idea of 
joining to his explanations of~ scripture sacred choral singing 
appropriate to them and calculated to illustrate them. At first 
Anihuccia, predecessor of Palbstrika as music-director at St. 
Peter's, conducted the musical part of the service and also com- 
posed for it a kind of four-voiced hymns under the name Laudi 
spirituali. in which occasionally one voice, or two voices, sustain- 
ing a colloquy, would break off from the four-part setting. After 
AnihiiCCu's, death Palestbina took his place as both papal music- 
director and musical assistant of Keri; under his direction the 
colloquial form of these pieces was- more strongly marked, they 
were grouped in scenes, and in this form were caUed .^ztone forra 
(sacred action) or simply Oratorio, the name of the place of per- 
formance being transferred to the thing itself. — By the side of 
these two masters stands the Spaniard VlTTOBU (from Avila near 
Madrid, 1575 music-director at St. ApoUinaris* church, Rome}, who, 
with many of his countrymen, at their head Morales of Seville, 
who had in the first half of the century entered the papal choir, 
found in Rome the sphere of artistic activity which his own 
country was unable to offer him. The serious, deeply reUgious, 
somewhat mystic character peculiar to the works of these com- 
posers educated after Netherlaudic patterns yet vrith the feelings 
of genuine Spaniards, is seen in Vittoria, especially in his liighly 
effective four-voiced chorut^es of the people (turbie) in the Passion 
according to St Matthew's gospel and that according to St. John's. 
These choruses, though mere ceremonial pieces for the ecclesias- 
tical ritual and accordingly free from any dramatic intention, may 
nevertheless be considered as preparatory labors for the later 
watorio-chonis. 

It was about this time that the musical reform-movement 
begun at Florence gave artistic taste that entirely changed ten- 
dency from which, as its direct aim the modem opera conld comt 
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into ezisteiice, and it was n&tural enough that the church also, 
tired of worn-out formaliBm, was anxious to adopt the new kindi 
of style that had been gained for secular music. This was brought 
about first by EuiLio del Cayaliebe, until 1595 intendant of 
mnsic to the ducal court of Florence, who had taken part in the 
initial attempts at reviving the ancient Greek music-drama, yet 
had not then found anything soitable to the purpose. If in con- 
sequence he bad to forego the fame of being named among the 
founders of modem opera, he secured, in compensation, an honor- 
able place in the history of the Oratorio. For, with the appear^ 
ance of his sacred allegorical music-drama La rappresentazione di 
anima e di corpo* (first performed in the year 1600 on a stage 
in the oratory of the monastery of Santa Maria in ValliceUa at 
Rome), the two principal species of vocal and instrumental music 
connected with an action begin to develop themselves in their 
peculiar manner. The problem of the opera is from this time 
forth to unite music and poetry with an action visibly represented 
on the sti^e; the oratorio, on the other hand, aims at the ad- 
justment of ecclesiastical and secular art on the territory of 
biblical history, and if it likewise at first admits visible action, 
yet the latter retires more and more into the background, until 
(firom Hasdel's time onward) the action ia represented only 
in mnsic. 

A coSperator with Cataliere in the introduction of the dra- 
matic style into church-music was Ludovico Viadana (died after 
1644 as music-director at Mantua), who by his Concerti da chiesa, 
pieces for one or more voices vrith an oi^an-bass, was the first 
to naturalize in the church the monody newly invented by Caccini. 
Specially worthy of note in these "concerts" is the appearance of 
an independent obligatory instrumental boss, the basso coniinuo, 
so-called because, unlike the vocal baas, it makes no occasional 
pauses but gives the harmony a solid foundation throughout the 
whole piece. For this reason it was called also bassua generalise 
whence arose later the error of ascribii^ to Vudana the inven- 



• The nfwne "TappreBentaiione" was, like "storia", "esempio", "misteric", 
« common desi^ation of the Italian sacred drama. From time immemorial 
Bonga were mingled with theae repreaentatitmB, mostly final choniaea after 
the acta. 

** The English equivalent of thia would be the old- fashioned exDressioii 
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laoti of vliat is now e&Hei ^gured bass, i. «., a htae vith certain 
figures and signatures indicating the tones necessary to the com- 
pletion of the harmony. This latter kind of bass was in use be- 
fore his time, and occurs, e. g., in Peri's opera "Euridice", which 
appeared two years earlier than the "concerti da cMesa". — Bat 
the most important part in the derelopment of the oratorio as 
an independent art-species was taken by Giacouo Cabtssihi (&om 
1528 onward music-director at St. Apollinaris' church at Rome), 
in -that he moulded the till then simply eong-Iike cantata into a 
kind of dramatic scene with recitative, airs and choruses, in which 
form it bore the name of chamber-cantata. Besides numerous 
works of this kind, which already is closely related to the later 
oratorio, Carissimi wrote also a series of actual oratorios, among 
them "Jephtha", "The Judgment of Solomon", and "Jonah", which 
are full of animated dramatic expression and especially rich in 
effective dramatic choruses and frequently recall Handel, od 
whose oratorios they exercised an influence similar to that which 
was exercised on his operas by those of AlbssakDRO ScablATTL 
After Cabissihi*8 death the sacred music-drama in Italy was 
utterly supplanted by the chamber-cantata, and at its re-appear- 
ance a century later it was seen to be thoroughly secularized by 
the spirit and the style of the opera. In the domain of church-music 
proper we meet, to be sure, even in the 18" century a number 
of Italian composers in whose works the traditions of their great 
predecessors still exert a powerful influence. Among these are 
the Venetians Lotti (died in 1740 as music-director of St. Mark's), 
famous through his eight^voiced "Cruciflxus"; Caldara* (died at 
Vienna in 1736), whose sixteen-voiced "Crucifixus" is in art-worth 
not inferior to that of LoTTi; Bbhedbito Mabcello, a Venetian 
nobleman and amateur, who, though excelled in talent by the 
two just mentioned, was able nevertheless by industry, versatility 
and intellectual activity to gain and maintain a brilliant position 
in the musical world. His chief work, the setting <ii fifty Psalm* 
of David in an Italian version, procured biTn great &me among 
his contemporaries even outside of his native country. J. A. Hit.t.rb , 
in his '^Schentlichen Nachrichten" (Leipsic, 1769) calls >"'Tn a 



^orough-lMas", ti £, bui throughout ("thorougli" hne b*Ting its origiiul 
Duuung]. TVafubten 

• 8wp.7*. 
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man "who could tmite the entire seriousiiess of the old music with 
the graces and the Deauties of the new. . . In his Psalms he is 
to free and remote from all that is low or common, that an in- 
telligent hearer is kept by an infinite variety of new and beauti- 
ful modulations in continual delight", etc. A peculiarity of this 
work of Harcello is his aim at antique simplicity, which he 
sought to attain by the use, among otlier things, of Hebrew ritual 
music, communicated to him by Spanish and German Jews. But 
granting that he was right in his opinion that these melodies 
came directly from the ancient Hebrew temple-song, still he only 
half accomplished his artistic purpose by his treatment of them, 
because in him (as von Dommeb observes) the admirer and imi-' 
tator of antiquity and the cavalier of the 18'^ century come in 
conflict. His antiquising* remains on the outside and attains to 
no intellectual blossom; the pretended antique simplicity forms 
ft contrast to the language of modem subjective feeling and 
passion that Marcello's striving — under evident influence of 
the opera — after flexible, flovring song is by no means calculated 
to mitigate. 

With incomparably greater care than in Italy were the Oratorio 
and the Passion fostered in Germany, where the most fearful of 
wars had annihilated material prosperity, indeed, yet not the ideal 
intellectual tendency. The very activity of the last great Nether- 
lander Oklandus Lassds, or Roland de Lattre, as music-direc- 
tor in Munich (where he died in 1595], among whose numeroiu 
master-works the seven Penitential Psalms, attesting deep, tho- 
roughly German feeling, have a prominent place, points to Ger- 
many as the soil best adapted for the growth of ecclesiastical 
music. Immediately after him appear in Hams Leo HasLer (died 
in 1612) and Johannes Eccabd (died 1611) two artists who, 
though educated in foreign schools (the former in that of Gabrieli 
at Venice, the latter in that of Oklandus Lassus), yet may be 
regarded as representatives of an independent German tone-art, 
and of whom the latter in particular, through his Trussian festival 
soi^s for the whole year" — an intermediate species between 
motet and song, yet with more of the character of the latter — 
Msentially enriched the protestant chorch-music. Heinrich SchOti 



■ "Antiquise", to imitate the antique. JVmufafer. 
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also (l)om in 1585, died ia 1672 ae music-director at Dresden), 
MS pupil of Gabrieli utilized tlie inspiration received ^om Italy 
only for making his German depth and solidity avail to its whole 
extent, when, after his solitary attempt in the domain of the opera 
(eee p. 931, he had turned his whole attention to church-masic 
The oratorio is indebted to him for a considerable advance, not- 
withstanding he wrote no work of that class in the modem sense; 
for his "Resurrection", and "Seven Words" belong in character 
rather to the species of Passion-music. 

In the first of these works, printed in 1623 at Dresden, we 
stijl see a decided adherence to the old forms; the words of the 
title: "The Resurrection of our Lord Jesus Christ, as described 
to us by the four evangelists", set to music for six voices, serve 
as introduction; the words of the acting persons are likewise 
polyphonic, according to custom; the evangelist recites throughout 
according to the accentue eccleaiasticus , which is only occasionally 
interrupted by characteristic tone-progressions. A remarkable turn, 
on the other hand, in ScHt^Tz's career of artistic development 
is 8e«i in his "Seven Words", published in 1645, in which the 
recitativo arioso has entirely supplanted the accentus ecclesiastieus 
and the monologues are invariably set for one voice. It is re- 
markable moreover that here the words of Jesus are not accom- 
panied (as are those of the other personages) by the oi^an. but 
by stringed instruments, which, played in a high register, surround 
the voice as it were with a halo, a kind of accompaniment which, 
as is well known, has been applied in Bach's Matthew-Passion 
as also in later compositions of the same kind. Worthy of notice, 
moreover, is also the peculiar grouping of the material, already 
foreshadowing the future formation of the Passion^texi: on the 
one hand the gospel history itself, clad, as action, in dramatic 
form, on the other hand the christian church, framing the pro- 
ceedings with its feelings and reflexions in a broadly executed 
five-voiced introductory and final chorus. The peculiarly character- 
istic element of the Oratorio, the dramatically animated chorus, 
is not found either in the "Resurrection" nor in the "Seven Words", 
but occurs in SchGtz's last work, the "Four Passions according to 
the four Evangelists*' (1666), in which the dramatic feature operates 
the more powerfully in the choruses of the people for the reason 
that the aged master has, in regard of the shaping of the whole. 
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retorned to the older forme, the accentus ecclesiastints , the poly- 
phonic treatment of the monologue, etc. In those choruses, how- 
ever, that asli. now timidly, T.ord, is it I?" now angrily, "Lord, 
ehaU we smite with the sword?" now cry in mockery, "^aill King 
of the Jews", we see everywhere the effort not merely to accom- 
modate the sense of the words to the sentiment but to represent 
it OB action, and in this sense SchGtz has more decidedly than 
Carissihi prepared the way for the Haitoel oratorio. 

A long time had to elapse after SchUtz's death before the 
discovery of fonns for the Oratorio and the Passion by whose 
Md Handel and Bach could bring these art-species to the highest 
perfection. As regards the Tassion", we would cite, as farther 
noteworthy moments in its course of development: first, the 
appearance of a Passion-work by the Prussian music-director Se- 
BASTiANi (1672), in which the protestant choral is interwoven into 
the musical representation of the passion at appropriate places 
conditionated by the sacred text. Next, the endeavors of the 
Hamboi^ librettists (see the preceding section] to reconcile the 
inclinations of the musical public with the demands of the orthodox 
clergy. To meet the opposition of the latter to the libretti then 
in favor, which were in form operatic and utterly unlike the old 
passion-forms, the licentiate Bbockes produced at the beginning 
of the IS*** century a passion-text that was, to be sure, designed 
like the previous ones, yet in skilful grouping and dramatic fer- 
vor so far surpassed them that it was admired by contemporaries 
as a master-work and was set to music by the most eminent com- 
posers of Hamburg, viz : Eetseb, Matthesok and Telbhann, and 
even by Hakdel (1716). 

For the development of the Tassion'* as art-species the text 
of Bkocues is of importance, because in it we find for the first 
time the three chief groups that afterwards appear in the Bach 
Passion: with the scenes out of the gospel history of Christ's 
sufferings are confronted the reflections and pathetic utterances of 
two allegorical personages, the "daughter of Sion" and the 'l)e- 
lieving soul", representing an assembly (the so-called "invisible 
church*^ accompanying in thought and explaining the actions and 
rafferii^ of Christ on earth : finally the protestant chnich and 
congregation also is represented by chorals, which, u with 
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SEBASTlAHt, are at appropriate places connected by manifold alio* 
■ions mth the action. 

Oeobq Friedrich Handel and JoHAira Sebastiak Bach ar« 
the two artists whose memory should be doubly precious for the 
reason that their aim was directed at the realization of the highest 
art-ideals at a time when the older civilized nations — ItaJians 
and Frenchmen — applied themselves, at the cost of artistic 
seriousness, more and more to the cultivation of external effective- 
neaa. We like therefore to mention especially their names in con- 
nexion, Eilthoiigh they are seen to be,, in their artistic nature as 
in their life-experiences, as different one from the other as possible. 
Both bom in Thuringia and in the same year (Hasdel on Feb. 
23' at Halle, Bach on the 21'' of March at Eisenach), they develop 
themselves each in a particular direction, almost the opposite of 
the other. Bach was impelled by his nature to plunge into the 
depths of religious feeling, to penetrate into the innermost mys- 
teries of religion, and this in conjunction with Pietism, the new 
theory of church-life introduced by SPENEB in 1675, according 
to which, in opposition to orthodoxy, not the words of Scripture 
or the sermon, but the personal interior enlightenment helps us 
to acquire divine knowledge.* He is, accordingly, before every- 
thing else lyric (see p. 11), in his whole manner of construction 
and of feeling subjective, almost romantic, hence, too, more at 
home in instrumental than in vocal music. Handel, on the other 
hand, finds his point d'appta in the outer world; the drama is 



* Fhilifp Spitta, In his monognph 'Ueber Sebastian Bach" (Leipdc, 
1879), advocates the, contrary opinion in regard of Bach, and snbstandatea 
it by showing that the general tendency of Pietism was inimical to art, more- 
over, by pointing to the fact that Bach, aa organirt at Nordhausen (1707), 
was, in the dispute of the theologians of that place, Eilmab and Frohne, 
on the side of the former, representing orthodoxy. Now, in this case no im- 
portance Ib to be attached to Bach's action, since he could, as artist and 
youth of twenty-two years, hardly have been infinenced by any other than 
personal considerations. But that he shonld, with his marked idealistic and 
•abjectife nature, in riper years decide in favor of Pietism, follows izcnn the 
very essence of this system, as it was not only far removed from Puritanical 
nanownesa hnt in the main aspired to a wanner, more spiritual and freer 
appropriation of holy things, and precbely then concentrated in itself aH of 
idealism and higha thought and feeling that was still alive in the Gmnai 
nation. 
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the art-speciea most nearly corresponding to his uature, conse- 
quently his art- con caption is an objectiTe, and in opposition to 
Bach's modem one, an antique one. As history is the domain 
in which by preference he moves , so too it is bible history in 
vhich his religious convictions take root; but as regards application 
of tone material he is first of all vocal composer. Bach's existence 
flowed quietly as to externals, he never left hia native country 
and was seldom absent from Leipsic, where he labored as canter 
at the St. Thomas' school from 1723 until his death, and a 
journey to Dresden or to Berlin was to him an event. His choir 
and the organ of St. Thomas' church became his home, and while 
Hakdel extends under the influence of three nations the borders 
of his nationality, Bach, even if he does occasionally follow in 
his instrumental compositions French or Italian models, remains 
■within the narrowest limits of national feeling. Thus the two 
heroes of German music also represent the double nature of the 
German people, viz: the devotion to what is foreign and the ei- 
clnsiveness against it. But that neither the one nor the other 
was for a moment untrue to his German nature, is seen both in 
the character of their works and in the restless exertion and the 
never-flagging lore of work which, even in their latest years (after 
both bad become blind) up to their death — Bach died 1750, 
Handel 1759 — never forsook them. 

Influential as Bach's creative activity was in the most diverse 
departments of music, particularly upon the development of organ- 
playing and pianoforte-playing, yet it reaches its climax in the 
"Passion". True, he did not create new forms for this art-species, 
nor did he attempt to find them; his merit is that he brought 
the traditional forms to the last possible perfection and filled 
them with matter corresponding to his musical giant-spirit. Accord- 
ii^ to FoRKEL* he wrote five "Passion" settings, of which how- 
ever but two — those according to the Gk>spels of St. John and 
St. Matthew — were made public. The &t. John Pasnion, the 
time of whose origin is unknown, exhibits in its forms the older 
pattern and in it we miss generally the dramatic impressivpuesa 
that so brilliantly stands out in Bach's later works. It is in the 

* /. N. FoRKEi, "Of JoHAHH Sebabtum Bach's life, ut and ut-work«". 
^c^ic ISO?.. 
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S*. Matthew Passion, first performed in 1729 that he appears to 
have at last fuUj recognized the greatness of his mission. Here 
is displayed his entire artistic ability : the akilfal treatment of the 
protestant choral, the unlimited mastery of the fugue style, in 
which pomt even Handel has not equalled him, finally his know- 
ledge of the orchestral instruments, which he frequently uses, 
according to their individual quality, hy themselves alone, aa 
obligato gccompaniste of a solo voice. The St, Matthew Passion 
is of art-historical importance in regard also of the teit, inasmuch 
aa Bach, while he had in the St. John Passion made use of parts 
of Brockb's poem, here restored the text of the paaaion-history 
literally according to the gospel, hence too the accompanying 
reflections of the christian congregation and of the invisible church 
were introduced in greater moderation than before. 

If now we confront with the Passion, so highly perfected 
by Bach, the Oratorio as art-species, the comparison must still 
torn out in favor of the latter, because in the former we find 
two — strictly speaking — reciprocally eiclusive properties exter- 
nally united, viz: the churchly in its purity and freedom from 
passion, and the dramatic with its powerful expression of the 
emotions, while in the oratorio the churchly and the secular dra- 
matic elements are blended as a unit into a new species of art 
and style. This unity of style and form, which for the reason 
JHst given cannot exist in the Passion, the oratorio owes to Han- 
dul's activity in England, where he devoted himself to it exclu- 
sively and with his whole power, after having thoroughly gone 
through the school of opera in Hamburg, Italy, aa music-director 
in Hanover and finally in London. It is highly creditable to 
England from a musical point of view to have brought to matu- 
rity on her soil one of the noblest and most important species of 
composition: for though her own children lacked the power 
necessary for this, yet the success of such an art-exploit pre- 
supposes a considerable sum of artistic labor and artistic feeling, 
of whose existence, moreover, the earlier music-history of England 
gives ample evidence. 

The prominent musical position of England in the Middle 
Age already sufficiently ahowa that not lack of musical talent but 
outward circumstances are to be held responsible for the lack of 
independence of English music during the laat two centuries. At 
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that time England appears to be, as regards Uie cuttavaHon of 
music, especially of o^an-plajing, by no means beMud the other 
nations of the West; and the lively part that she afterwards took 
in the development of coonterpoint is mentioned by the famous 
Netherlandic theorist Tinctoris (about 1476 chief muaic-director 
to Ferdinand I. at Naples, author of the oldest musical lexicon, 
which appeared about the same time under the title Terminorum 
musicee diffinitorium"). This author goes so far as to maintain 
"that the fount and ori^n of this new art is to be found in 
England, where Dunstable (died about 1450) is conspicuous as 
its head". We will not attempt to test the correctness of this 
assertion, seeing that the artistic legacy of the above-named 
contrapuntist is at this day as good as unknown. Yet- the fact 
speaks in its favor that the English singers and composers during 
the palmy days of Netherlandic counterpoint were everywhere and 
even in the home of the latter held in favor and sought for. But 
English music attained to the zenith of its development during 
the reign of QuEEN ELIZABETH, after the renascence-movement, 
originated in Italy, had given to the intellectual life of the island- 
kingdom also that impulse which was able to bring forth in the 
domain of poetry a Shakespeare [1564 — 1616). At the same time 
with him appear as representatives of the sister-art a number of 
highly gifted composers and virtuosos, who must have been all 
the more impelled to activity as the queen herself gave the 
example, and showed her appreciation of music not only as expert 
performer on the virginal but also as protectress of church-music 
against the fanatical attacks of the Puritans. After her example 
the cultivation of solid music became so general that it was re- 
garded as a sign of defective education if one should — for 
example — be unable to join, in an assembly, in the improvised 
execution of a piece of polyphonic vocal music. To judge from 
R passage from Shakespeare's "Twelfth night", the partiality to 
contrapuntal singing seems to have been carried even to excess, 
"llut shall we make tiie welkin dance indeed? Shall we rouse 
the night-owl in a catch, that will draw three souls out of one 
weaverf asks Sir Tobt Belch. And Sir Andrew Aque-chebk 
answers' "An you love me, lets do it; I am dog at a catch"! 
Nevertheless the possible abusea cannot in any wise dim the 
splendor of this golden age of English music, nor the fame of it§ 
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ehief representaHves Williah Btbd (&om 1&S5 organisb to tbe 
queen, in his time regarded as tbe English FALEaxBiKA), Ms pupil 
Thoiu8 Morley (editor of a valuable collection of madrigals, 
including man; of his own composition, published in 1601 under 
tbe title "The triumphs of Oriana"), Oelando Gibbons (noted or- 
gaiiist, editor of the first music for the virginal printed in En- 
gland), and the much-praised lute-virtuoso John Dowland, of 
whose playing Shakespeabe says, in his "Passionate Pilgrim* 
"DowLAND . . . whose heavenly touch uptn the lute doth radish 
human sense". 

In the farther course of the 17^ centtiry the progress of 
England's intellectual development was interrujhtd by the wars 
&om which at the end a new form of government resulted. But 
after the restoration of internal order the nation was so busied 
with the care of material interests, and, after the destruction (in 
1588] of the invincible Spanish Armada had laid the foundation 
of naval supremacy, with the strengthening ot its position as s 
Power, that the ideal pursuits retired into the background and, 
as for music, the field was most willingly abandoned to foreign 
talent. The hospitable reception of Cambert in London (see 
p. 77, 79), as of the Italians who appeared before him, is charac- 
teristic of the eclectic tendency that musical England then inau- 
gurated and has ever since followed. Even the moat gifted of all 
English composers, the genial Henbt Pdecell, wb9 unable to 
inspire anew confidence in the production of national music, 
and neither his numerous profound and magnificent church-com- 
positions — among which the Anthems are specially noticeable 
— , nor hia dramatic compositions, which are thirty-nine in number 
and as genuine home-products were well calculated to form the 
basis of a national English opera, were able in those unfavorable 
times to produce any lasting effect. "At such a time", says 
Ghbysander (Handel, vol. Ij "a rigid disciplinarian is needed", 
— but such was Pcrcell as httle as Kozart was. For, earnestly 
as they pursued art, they took life just as easily and died early. 
But what PuRCELL points to and desires is accomplished in 
Handel's life, and by the musical healthfiilnesB of all his works 
and their unity of structure, as also by the versatility of hia 
genius, he is that fore-runner of Handel that most directly leads 
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A quarter of a century after Purckll'b early death, begin, 
with Handel's arrival in London, which from 1 720 till his death 
was the scene of his laboia, the golden days of the latter master, 
dating in fact from his engagement at tiie Italian opera at the - 
tiaymarket Theatre. The subversion of social relationshipa that 
had taken place in England at the beginning of the century had 
made it possible for opera to withdraw at this very time from the 
circles of the court and the nobility, and to look for support to 
the public, which had meanwliile artistically ripened. Under .these 
circumstances Handel found during the twenty years of his theatre- 
life the best opportunity for learning to keep in view the art- 
necessities of the general public. But he had, on the other band, 
also much to suffer from the disadvant^es that the changed state 
of things brought vrith it for the artist-world. Aristocratic society, 
finding itself deprived of the sole direction in musical affairs, be- 
gan to withdraw from the artists the material assistance formerly 
BO generously bestowed, and Handel was not the man to make 
concessions in the matter of musical taste in order to turn the 
sentiments of the former art-patrons to his own advantage. Besides 
this, his duties as opera-director were rendered burdensome by 
the constantly increasing rivalry, especially after a second Italian 
opera-troupe, engaged by his enemies and directed by the Neapol- 
itan POKPORA, had forced him to change the Haymarket for the 
Covent-garden theatre ; none the less, too, by the petty jealousies 
of the male and female singers under his direction (see p. 71); 
80 that in the year 1740, after the peri^ormance of his thirty-first 
opera "Deidamia", he gave up the theatre for good, after having 
lost through his last veutore the whole of his painfully acquired 
fortune. 

Meanwhile, however, his first oratorio "Esther" had in 1732 
already been performed and received with hearty applause by that 
part of the London amateurs represented by the Academy of an- 
cient music, who saw in Handel's work a realization of their 
plans for reviving the antique tragedy in the territory of biblical 
history. At that time opinions were divided, whether the oratorio 
should be given vrith acting or should entirely dispense with vis- 
ible dramatic accessories. The bishop of London, Dr. Gibson, 
decided in favor of the latter — to the no small advantage of 
Handel as musician, for now he could enjoy incomparably greater 
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frpedom in his creative work than noder ttie coastraiiit invariably 
suffered by the composer &om the conditions of scenic represen- 
tation. It is self-evident that dramatic mnsic, when no longer 
supported by visible representation, is all the more required to 
. give to all its forms the highest possible plasticity, sharpness and 
clearness, in order that the whole art-work may gain for our 
imagination and our feeling the semblance of perfect life and 
immediate presence, so that the absence of visible representation 
no longer impresses na as B defect, l^is applies both to the 
solo vocal parts and in a special manner to the choruses ; indeed, 
the chorus, this weighty form for expressing popular and human- 
itarian ideas and feelings, may justly be considered as the centre 
of gravity of the Hasdbl oratorio. "In it lies, just as in the 
chorus of the Greek tragedy, the sum of the moral and religious 
ideas of the work; it is the floor on which the individual persona 
move, practically confirming or contradicting those ideas in action 
and sentiment, subject to it as to the voice of the people and of 
God, and to its judicial authority and final sentence. In the 
ortttorio-chorus the high significance of the Greek chorus has 
been far more fiilly realized than it ever can be in the operai- 
chorus."* 

Such are the essential characteristics of the oratorio, into 
which a more detailed examination is unnecessary from the fact 
that this art-species in the form given it by Handel has been 
popularized and by frequent repetition been made accessible to 
all.** Former generations were in this regard not so fortunate, 
both Haxdel and Bach were soon after their death almost for- 
gotten; the style of the Italian opera had about this time extended 
its dominion over church-music also, and its chief representatives 



" 6ee Koch's Musical Lexicon, edited bj A. ton Douuek, «rticla 
"Oratorio". 

** This temaik is eapeciully true of that otatorio of Handel's which, 
{torn the Teiy natuie of its subject, appeals most strongly to the religioua 
seDsibilities of the multitude of protcstant believera — the "Messiah", cduipoaed 
in 1741, io the short space of 24 days. "No musical work", says a writer in Qhote's 
Dictionary of Muiie — '"has had such long, continuous, and enduring pop- 
ularity M the Messiah, cor has any other so materially aided the cause of 
charity. Much of the TeDeration with which it is regarded is, doubtless, owing 
to the subject, hut much also must be attributed to the splendid music, gomt 
if which .... is "not for an age, but for all time'.* iTrantlatori 



D,gl,zedbyGOO<^le 



120 TBX OKATOHO 

in Germany, Obaon and Hasse, were praised kb excellent modeb 
when Bach and Handel were mentaoned, if at all, only as learned 
contrapuntistB. Eren Mozart became acquainted only by accident 
and in bis later years witb Bach's vocal compositions, on the 
occasion of a Tisit to Leipsic, where his friend Doles, Bach*? 
second successor as cantor at St. Thomas' church, had a motet 
of the old master sang for him as a rarity. It was only by the 
exertions of Scheible, founder ot the St. Cecilia society at Frank- 
fort, and of Mendelssohk, that an interest for Bach and Handel 
was, after a slumber of many generations, successfully re-awak- 
ened. The energy with which Mendelssohn, as youth of nine- 
teen years, brought about the first performance of the revival of 
Bach's "Matthew-Passion" (Berlin, 1829), and the obstacles he 
had to overcome in so doing, are related at length by Eduard 
Devrient in his "Remembrances of Mendelssohn" ("Erinneruugen 
an F, Mendelssohn Baetholdt"). In a similar way Mendels- 
sohn contributed, as director of the Lower-Rhine music-festivals, 
to the revival of the Handel oratorio. His loving reverence for 
these two masters was not, however, to go unrewarded, for it was 
their spirit that impelled him to tbe creation of his own most 
important works, the oratorios "St Paul" and "Elijah".* 

The "St. Paul" was begun in March, 1834, and finished at 
the beginning of 1836. It was first performed at Dflsseldorf on 
Whitsunday, May 22, 1836; and in English, at Liverpool on 
Oct. 3 following. The "Elijah" was begun probably in 1838 (the 
score has no dates), and had its first performance in England, at 
the Birmingham Festival, Aug. 26, 1846, and in Germany, at 
Hambni^ in October, 1847, under the direction of Keebs.** 

* What follows of this section has been substituted for the few closing 
words of the original, »a being ^t was thought) of moie general interest. 

TrtatilatM: 
"" These two oratorios have repeatedly been performed in the United 
States, notably in New York, Boston and CincinnatL The translator of this 
work has a vivid lecoUectiou of a scene connected with the introduction of 
"Elijah" into New York city, probably about the winter of 1846. The members 
of a vocal society directed by Oeoboe Lodek (a native of Bath, England, 
and an excellent musician, who went iiom New York to California, where he 
died), were assembled one evening at their regular place of meeting, the Apollo 
Rooms, Broadway, in momentary expectation of the arrival of Mi. Lodeb with 
the pianoforte and vocal score of tita "Elijah", of which we had heard so much. 
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In spite of the fact that after writing 'St. Panl", Mendbls- 
80HN had the advantage, in the composition of 'Elijah", of having, 
meanwhile, passed ten of the best years of Ma life in indefatigable 
work and the accumulatioD of a vast amount of experience , "yet 
it cannot be said" — says a writer in GaovB'a Dictionary, under 
the title "Oratorio" — "that 'Elijah' is really m greater work than 
'St. Paul'; it is great in a different way. In one respect the main 
idea is the same as that treated in 'St. Paul' — the triumph of 
Truth over Falsehood. In both Oratorios the instrument by which 
this triumph is accomplished is a Heaven-commissioned Teacher, 
whose influence is distinctly perceptible throughout the entire 
work; only, in 'Elijah', the personality of this Teacher is more 
frequently brought before ua than in 'St. Paul', where we are so 
frequently made to feel his influence withont actually seeing him. 
As a natural consequence, the later Oratorio is much more dra- 
matic in stmctnre than the earlier one." 



At lut lb. LoDEK qipeared, !n a state of delighted excitement and bearing 
tbe precious novelt]', and seatjng himself at the piano f^ve us what I may 
call glimpses of the prinupal oumbcTB of the work, which , though they wen 
oeGessaiilj imperfect, created Qit greatest enthusiasm for the new oratorio, 
■n the moie as Mkhdeusohn's star was then in the ascendant. 



D,gl,zedbyG00<^le 



INSTRUMENTAL MUSIC 



It ik only cursorily that we hare been able thus far to pa; 
atteatioii to instrumental music, and to call to mind its import- 
ance for musical development in general, especially for the culti- 
vation of polyphonic music (see p. 27) and of modem opera (eee 
p. 66}. But after we have seen instrumental music grow up to 
be a co-ordinate power with vocal muBic, the time has come for 
makiug its evolutionary course also the subject of special con- 
sideration. In antiquity it is certainly not behind vocal music, at 
all events its origin reaches far beyond historic times. The in- 
vention of musical instruments resulted &om the simplest of 
natural circumstances: the sun-dried intestines of a dead animal 
stretched across the skeleton occasioned the invention of string- 
instruments' a broken reed, thro'ugh which the wind breathed, 
that of tcind-iiistruments. How these two principal species were 
in use in antiquity, and that in various sub-species, partly as solo 
instruments, partly united in an orchestra, has been mentioned 
in the proper place. As regards wind-instruments, however, we 
mnst here lay stress on a peculiarity of their gradual develop- 
ment, a phenomenon which we shall have occasion in the fiirther 
course of the history of instrumental music to consider once 
more, viz: that their development, as culture advances, proceeds 
from the complex to the simple: the oldest wind-instrnment is 
the Tan'e-pipes" (the '^yrin^ of the Greeks), formed of many 



* Aeeording to Greek tradition it wu a tortoise, the appearance of which 
In this condition miggested tc the god HennM as he walked b; the bmi^om 
die idea of the Lyre; 
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reeds, later the T>ouble-flute" appears, and when tlie antique 
cdyilizatioii reaches its climax, the simple Flute attains the su- 
premacy. 

During the Middle Age, besides the traditional musical in- 
stromentB those with keys and bows vere also in use, especially 
among the Korthem nations, yet were on so low a plane of 
development as to be utterly unfitted for rendering artistic music- 
forms like those that had already then developed themselves in 
Tocal mnsic. The first instrument to serve higher artistic pur- 
poses was the Organ; by the very consequence of its relation- 
ship to the church it was in the hands of eminent and learned 
musicians at a time when th<> other inatnunents were exclusively 
given over to itinerant players or afterwards to the town-musi- 
cians. During the first centuries after its introduction into the 
church it was, on account of its awkward mechanism, certainly 
ill calculated to contribute to the dignity of divine service. An 
English historian, the monk Wulston, writes in the year 951 
of an organ built for Winchester Cathedral having four hundred 
pipes and thirteen pairs of bellows, the latter requiring seventy 
men to blow them: yet as the instrument had but ten tones, forty 
pipes being under the control of each key, evidently the chief 
aim must have been the attainment of the greatest possible power. 
It was not much better with the organs afterwards built at Halber- 
stadt, Magdebui^ and Erfurt, whose keys were a hand broad and 
could be pressed down only by the fist or even the elbows. The 
Brunswick music-director Michael PEirrORros, whose "Syntagma 
musicum", published in 1615, contains in the section entitied 
"Organ ographie" important information about the instruments of 
former times, says of these oi^ans that for the kind of music then 
in use one could make out very well with them, "seeing that no 
composition with many voices but only the simple monophonic 
choral was played on them". With this the oi^anists were satis- 
fied until singers had begun to sound various tone-series simul- 
taneously {see p. 28] and the orgtai also on its part wished to 
enjoy .the advantages of polyphonic music. It was of course im- 
possible to play in parallel Fifths and Octaves, after the manner 
of the "Organnm", as the stiSness of the touch did not allow 
more than one key at a time to be played, this was remedied, 
however, by so uniting sereral pipes tuned in Fifths and Octal ei 
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tbat they could all be simultaDeoasly soanded by meana of one 
key. These so-called Mixtures, which have been retained to this 
day, must have had at first a barbarous effect; but in the modem 
orf^an the symphonons* Fifths and Octaves are so subdued that 
our ear does not recognize them as independent tones but merely 
fls an integration and re-inforcement of the melody. 

Improvement in oi^an-playing went of course hand in hand 
with tbat of the instrument; its first erolution as also its final 
perfection it found in Grermany, where we meet at an early date 
two artists of great merit for the cultivation of the technic of 
organ-playing: Bebnhabd Murer, probably identical with Ber- 
nard THE German, eng^ed at St. Mark's, Venice, in 1470, and 
regarded as the inventor of organ-^pedals , and the organist of 
St. Sebaldus, Nilmberg, Conrad Pauuann or Paulmann, bora 
blind, died at Munich in 1473. Subsequently Italy becomes the 
real seat of organ-playing, Venice especially, after thu most famous 
organist of his time, Claudio Merulo, was appointed principal 
organist ot St. Mark's, in that city. But Italian organ-playing 
reaches its climax in Rome with GiBOLAHO FrescObaldi, from 
1615 organist of St. Peter's in that city, whose art had such fasci- 
nation that his admirers followed him in his journeys from city 
to city, and ambitious organists of all countries sought his in- 
straction. After him and his likewise famous pupil PasQUIni, 
organ-playing in Italy, whose powers were just now entirely taken 
up with the cultivation of dramatic music, falls into a decline 
and blossoms again in Germany, where Samuel Scheidt (died 
in 1654 as organist of the church of St. Maurice at Halle, his 
native city] begins the series of illustrious organists in which the 
names of Froberqer, Pachelbel, Bdxtehudb, Reinken, lastly 
Sebastian Bach appear as shining lights. All these worked not 
only as virtuosos but also as composers for their instrument and 
became creators of a peculiar style of instrumental music whose 
development, in view of the already mentioned specially honor- 
able position of the organ, necessarily followed from this as a 

* Vfe have no word in English exactly coResponding to the Oennan 
'Stutklingend", literally, "together-soandiDg". I have therefore veLtured to coin, 
from the Greek, the word "syinphonous", which exactly expresses the meaaing 
of the Qermao word. (See mj Primer of Modem Tonaliii/, first faot-noto, 
page 15.} TrantUdor. 
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logical consequence. The essential features of this style might be 
recognized at once in the works of the afore-mentioned masters; 
but for better understanding the style as also the instrumental 
mnsic-forms that attained development at the same time with it, 
let us previously consider the evolutionary process of the other 
instruments, especially of the pianoforte, which at quite an early 
period took a similar exceptional position among the instruments 
to that ol the organ, after it had proved itself to be as well and 
even better adapted than the latter to the representation of mu' 
deal thoughts and forms of the most different kind. 

The origin of the keyed s(rt«^-instrumentB is traced to two 
primitive instruments — the Monockord and the Psaltery. The 
former consisted of a long, narrow four-cornered sound-box with 
one string [as the Greek name implies), which by means of a 
movable brii^e could be divided up according to a diagram of 
proportionate lengths marked under it. This instrument served 
in antiquity as also in the Middle Age for the determination of 
the tone-relationships (intervals) and for the first instruction in 
music. In the course of time, in order to dispense with the shift- 
ing of the bridge , keys were adapted to one of the sides of the , 
box, to the lever-ends of which brass pins were fixed, so that, 
the key being pressed down, the pins would rise and at the same 
time divide the string and make it sound.* After the addition 
of more strings, the Monochord became in the 12"' or IS**" cen- 
tury the Clavichord, which, however, preserved np to the most 
recent times the memory of its origin, the number of its strings 
being smaller, even despite the continuous improvement of the 
jistmmenf, than that of its tones and the keys corresponding to 
them. Until 1725, irou which time the clavichord began to dis- 
pense vrith frets, one and the same string, struck at a smaller 
or greater distance from the bridge, served for two tones, th* 
diatonic tone and the chromatic half-step above it, so that a 
simultaneous sounding of both these tones was impossible. 

Over against the Clavichord stand the key-instruments de- 
rived from the Psaltery, viz: the Harpsichord (Clavicembalo, Cem- 



* The shorter part of the string, not intended to he sounded, does in- 
deed give a tone also, but so weak as to be quite covered up b; that of the 
longei part. 
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balo) and Its Tarieties tlie Spinet aod Virginal, this last nanM 
iLaving been conferred in England, in honor of tlie Virgin Queen 
Elisabeth, as some say, more probably because lihe instrument 
played an important part in the education of young women. The 
instruments of the harpsichord, clavicembalo or spinet family 
differed from the clavichord in that they were constructed on the 
plectrum principle, t. e,, "the strings were set in motion by points 
of quill or hard leather elevated on wooden uprights known as 
'jacks', and twitching or plucking tbem as the depression of the 
keys caused tbe points to pass upwards. Leather points were 
probably used first, since we learn &om Scalioer, who lived 
1484 — 1550, that crowqmlls were introduced in key-instruments 
subsequent to his boyhood, and he informs us that through them 
the name 'spinet' from spina, a thorn or point) became applied 
to what had been known as the 'clavicymbal' and 'harpsichord'."* 
The clearness of tone resulting from Uiis principle, to which ful- 
ness also was not wanting after the harpsichord had become po- 
lychordal, in the sense of having two or more strings to each 
tone, fitted the instrument for cooperation with the orchestra, 
and it remained till after Handel's time a valued support in 
lai^er vocal and instrumental performances. Such advantages the 
clavichord, with its gentle, transparent tone-quality,- of course 
could not claim, but on the other hand it was much better adapted 
for reproducing the psychic subject-matter of a piece of music and 
bringing out its fine points. Bach is said to have preferred the 
clavichord to the pianoforte, and Beethoven to have expressed 
himself to the effect that "the clavichord among all key-instru- 
ments was that on which one could best control tone and expres- 
sive interpretation". 

Notwithstanding the importance of piano-playing in the 17* 
and stiU more in the beginning of the 1 8"" century, the technics 
of the art remained on an extremely low plane up to Bach's 
time. Special difficulty was found in the treatment of the thumb, 
which for centuries was employed merely for stretching lai^er 
intervals, whilst in scales and passages it could be put to no 
better use than supporting the fingers engaged — generally only 
the third and fourth, — sliding meanwhile to and fro on a board 



• Okovx's Bictionary of Munc, Part VI, article 'BarpeichcrJ". 
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placed below the key-board. How little stress was \tad apon a 
systematic fingering is seen in the assertion of Pr.£torids, that 
"it makes no difference whether this or that fingering be nsed' 
make year runs with whatever fingers you choose, even use your 
nose for it, so long as everything is made to sound well and 
correct", etc. — and more than a century afterward Matthesoh 
writes, in his "School of Thorough bass" (Hamburg, 1731): "As many 
as there are players, almost so many kinds of fingering will you 
find. One runs with four fingers, another with five, some even 
— and almost as fast — with only two. It is of no consequence, 
BO long as one adopts a certain rule and sticks to it". In this 
connection we will not omit to mention the merits that the 
French, besides the Germans and Italians, have acquired in devel- 
oping piano-pl a jing. Especially after the close of the 1 7"* century 
this art was lovingly cherished by the French organists, amoi^ 
them LoDis Mabcband (bom 1669), a master in brilliant and 
elegant playing, tiiough he felt obliged to decline entering into 
a musical rivalry with Sebastian Bach on meeting hi in at Dres- 
den: then, his pupil Raheau, already alluded to as opera-com- 
poser and tiieoretician; lastly Francois Couperin (bom 1668), 
the famous member of a numerous family of artists of this name, 
whose fine and elegant compositions, though occasionally over- 
loaded with embellishments, determined the direction of the piano- 
playing of his time and were highly esteemed even by Seba8TIAN 
Bach. To the efforts of this artist in the department of the purely 
technical his "L'art de toucher le clavecin", published in 1716 at 
Paris, gives brilliant testimony. The fingering here recommended 
already points to a more frequent use of the thumb, though it 
would seem that it was not before Bach that all the fingers had 
been trained to an equal development. How greatly the devel- 
opment of the technics of piano-playing in other respects was 
promoted by Bach, is seen partly from his compositions, partly 
also from the instruction-book of his son and pupil Cakl Philipp 
Emanuel Bach, "Essay on the true manner of playing the piano- 
forte" [Berlin, 1759), which summarizes all the experiences made 
up to that time, and starting out from them effects the transition 
to modem pianoforte-playing. 

Little as Emandel Bach is to be compared in depth and 
creative power with his father, he still deserves a prominent place 
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in the history of instrumental music, and the honors paid to him 
KB virtuoso and composer by his contemporaries were by no mettna 
nodeserred. In his yarious spheres of action, from 1740 to 1767 
as chamber-pianist to Frederick the Great and music-director to 
the princess Amelia of Prussia, then until his death in 1788 aa 
music-director at Hamburg, he was counted an authority of the 
first rank, especially in the domain of pianoforte-playing. "He ia 
the father, we are the youngsters", saidMozABT in an assembly, 
when his playing was spoken of; "whoever of us caii do anything 
right learned it of him; and he who will not acknowledge this 
is a — ". Haydn, too, recognized in his last years the merits of 
the older master in the words: "He who knovfs me thoroughly 
must find that I owe very much to Emanuel Bach, that I have 
understood him and diligently studied him; he himself once paid 
me a compliment about it". For the present time Emanuel Bach's 
compositions have, as genuine expressions of the taste of his time, 
characterized as it was by sickly sentimentality, lost most of their 
effect. Yet his influence on the pianoforte-playing of that time 
must have been the greater for the reason that he marks the 
transition, from the practice of the older composers who left the 
details of embellishment almost entirely to the executant, to that 
of the later ones, by whom everything referring to the delivery 
is with great minuteness prescribed to the player. 

In spite of all the efforts of the older masters of the piano- 
forte thus far named, the instrument would hardly have attained 
its present importance in musical life had a mechanism not been 
invented by whose means the tone could sound in various degrees 
of power, which was not the case with either the clavichord or the 
harpsichord. The first impulse to the invention of such a mechan- 
ism was given by the Dulcimeb, made by a certain Pantalkon 
HEUENSTBErr at the end of the 17"" century, after the manner of 
the cymbal, and struck with hammers in the hand. The advan- 
tage here of being able to strike the strings powerfully, or softly 
at pleasure, suggested to the Paduan Cristofali (or CRiSTOPORr), 
about 1710, the idea of providing the upper ends of the keys of 
the harpsichord with hammers , to spring up from below against 
the strings and to rebound immediately after the stroke. Soon 
after ivard he perfected his invention by a contrivance for damp- 
ing, which suppresses the soond of the string the moment the 
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finger is raised from the tey. The instrument so constructed, 
which was called in Italy Piano-forte, as admitting of soft or 
loud playing at pleasure, made on its appearance no email sen- 
sation and was immediately imitated and improved by the harp- 
sichord-makera of that time. Some of these, as Maeids in Paris 
and the oi^anist ScHRdTEB at If ordhatiseu , even disputed with 
Chistopali the honor of the invention, yet it has recently been 
shown that it was not till five or six years later that they pub- 
licly exhibited their models. Some twenty-five years after its in- 
troduction into Italy the piano-forte, having been improved by 
SlLBEBMANN (died at Dresden in 1756), became known in Ger- 
many ; yet it did not succeed in supplanting the keyed string- 
instruments in use at that time until a pupil of Silbermann's, 
JoHAMN Andreas Stein, of Augsburg, had in the last quarter 
of the preceding century raised the instrument to that degree of 
perfection that made it capable of giving fit expression to the 
new spirit of music that meanwhile had awakened. 

Still another instrument of musico-historical importance was 
supplanted by the piano-forte — the Lute, which had for cen- 
turies held a scarcely less prominent place in masical life than 
the clavichord or the harpsichord. It was first introduced into 
Europe (Spain) by the Arabs, its name being derived from the 
Arabic dl oud, the shell. Its shape , suggestive of the shell of 
the tortoise, confirms this origin, and at the same time its affinity 
to the most ancient string - instrument of the Greeks, invented 
according to tradition by the god Hermes. The strings of the 
lute, which were plucked by the fingers, lay partly over partly 
beside the finger-board; their number varied with the different 
patterns of the instrument, of which at Pr^ttorids' time seven 
were in use, from the theorbo, which had a very long neck and 
was nsed in Italy for song-accompaniment, and the similar great 
octave bass-lute, down to the treble, small treble and small octave- 
lute. The lute was employed not only for accompanying solo and 
chorus-singing, but also as s solo and orchestral instrument, and 
it was at home everywhere, both at church and in opera, but 
most especially in private circles. It has an extensive literature, 
beginning with Conhad Paumank (see p. 124), who invented for 
it B peculiar notation, the G-erman Tabiature* so-called, according 

* The word Tablaturt {froM ihe Latin tabula, table} denotes not only 
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lo which the Btrmgs lying over the finger-board are indicftted by 
German letters, the open strings lying near them by figures, and 
tiie note-Talaea by the stems and tails P ^< g of modem notation. 
The following, from b book by Hans. Gerle {Nflraberg, 1532), 
18 an example of a folk-song* in Inte-tablatnre with a transcrip- 
tion in modem notation. 




The literature of this instrument does not appear to have 
come to an end mitil the time of Johann Abah Hilleb (see 
p. 9S), whose operettas were still printed in an arrangement for 
the lute, yet even then its popularity had greatly diminished. 
Mattheson, as early as the first quarter of the preceding cen- 
tury, formally declares war against the lute and blames especially 
the superficiality of its "professors", moreover its "insinuating tone- 
quality, which always promises more than it performs", finally the 
dJfBcidty also of properly tuning it. This must indeed have been 

the whole body of the art-rules cnireDt tunong the Master-singera [see p. 43), 
but also what we now call teore (vocal or orchestral), or simply, in the case 
of monophonic music, notation. There were twp kinds of tablature for the 
lute — the German and the Italian, the latter consisting of a system of six 
lines, on which the frets were indicated hy ciphers. This system was intro- 
duced into Germany abo about the year 1SO0. Besides the above there is 
also what was called an organ-tahlature for key-instruments, a method o( 
indicating tones by letters, ai represented in my Primer of Modem Tonality, 
p. 12, Fig. 4. TratulatoT. 

' It has been arranged by Robert Fraks under the title: "Ach El»- 
Inn, liebea Elselein". 
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ftlmost iiunperable, m the etrings lying over the finger-board were 
doubled, while those lying next to them, aa they could not be 
shortened, necessarily got out of tune with every change of key. 
Besides, the BmallnesB and weakness of the whole instrument was 
not rightly proportioned to the number of strings, especially when 
their number had increased in the course of time to twenty-foor, 
fourteen ocer and ten beside the finger-board. 

TLi species of bow and wind-instruments were in the earlier 
^es tai more numerous than now. The former are to be traced 
as to their origin either to the Keltic Crotta, called by the me- 
diaeval writers Rata or Motte, or to the Arabic Rebec, afterwards 
the favorite instrument of the Troubadours. In mediaeval Latin 
these instnunents were named, after the word_/i(fes (a gut-string), 
fidula or eidula, which expression, variously corrupted, led through 
the intermediate ionas Jigella, melle and vioel to the Italian "viola" 
and English "fiddle" and "viol". At the beginning of the Middle 
Age we find the viola in two species: the viola da gamba (leg- 
violin) and the viola da braccia (arm-violin), which are ^ain sub- 
divided into thirteen auVspecies , corresponding to the variooi 
registers of the human voice. This is explained by the fact that 
fer beyond the Middle Age there was no independent instrumental 
music and the instruments had to be satisfied, if they were to 
participate at sU in artistic music, with simply doubling the voice- 
parts of polyphonic vocal compositions As the bow-instruments 
accordingly were grouped in bass, tenor, alto and treble viols, bo 
too the vrind-instruments formed each for itself a similar family 
in varioiu grades, the older wood wind-instruments the bombard 
and shavm, lieing specially rich in sub-species affording collectively 
the compass of five and a half octaves 

This variety still existed in the 17'* century, at the time of 
Prstoeius. Meanwhile an entirely new field of activity was 
opened for instrumental music; after Mohteverde had recognized 
and taught how to consider the individuality of each separate 
instrument, the time came when a return from multiplicity to aim- 
plicity became necessary, and the majority of the instruments till 
then in use had to make way for some few that were best adapted 
for solving the higher art-problema that henceforth were pro- 
pounded. Of the bow-instniments but four species conquered id 
the straggle for existence: the bass-viola and the tenor viola da 
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gamha passed orer into the modem orchestra u conlrahasso and 
noloncello respectiTely; so too the tenor Tiola as simply viola, 
and the treble viola as molin (Italian violino, the tonuination "ino^ 
being diminutire}. In the same proportion the number of wind- 
instruments was reduced; oat of the many kinds of the cross-flate 
(flauto traverso) and the beak-flute (flCtte a bee), which latter is 
not held across the lips but straight out, and is blown by means 
of a mouth-piece like a bird's beak, only the modem ^ufe and 
clarinet were retained. From the shawm was developed the oboe, 
which at first (about ]700) also appears in various sizes, but at 
the golden age of instrumental music exists in only one form. 
Of tie bombard finally there remained but the baes-bombard, 
which, after its long, unwieldy tube had been choired into a 
double tube like a fagot was called in Italian fagotto, in Englisl: 
bassoon.* Of the instruments which in time have wholly dis- 
appeared, we will mention here the comet only (in the old sense 
of the word), a wind-instrument of wood covered with black 
leather, in some species straight in form, in others crooked. On 
account of its clear and penetrating tone it was extensively used 
in church-music and by tovm-musicians , also for sounding the 
melodies of chorals from church-towers, as late as the beginning 
of the 18" century. 

It is easily conceivable that the smaller the number of 
varieties of instruments the greater could be the care bestowed 
on their construction. Violin-making begins to flourish in Italy 
as early as 1600, Cremona having among all cities made for it- 
self a special name in this regard. Here at first labored the 
family Amati, whose progenitor Antonio (1592 — 1619) gave bow- 
instruments the form that they have in spite of all attempted 
improvements retained to this day. If, notwithstanding, Cremona 
violin-raaMng in the last quarter of the n"" century was able 
through Andrea, Giussppe and Pietbo Guasneri, also Anton 
Stradivari, to make progress, still the constmction of the 



• "There is reason to believe that the bassoon b of Eastern origin. 
■ • • • ■ The Egyptian word for a pipe of deep tone • • ■ ■ is, according 
to E. W. LaH£ ('Modern EgTptiuis'), Zummarah-bi-ioan. and the manuer in 
which the word Buatina, Suuirte, is used in medieval MS8., shows ■ possible 
connection with this ori^n." Stainek and Barbztt'b Dictionary of Mtuieai 
t4rma, article '^Bassoon". T^antkiiir. 
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tnstniment did not tmdergo at the hands of these masters any 
eeseotial alteration. It is different with wind-instrumeDta, which 
have up to the latest hour experienced (through Adolph Sax ia 
Paris) transformatiTe improvements. That epoch was however a 
specially important one for the development of wind-instruments 
also; the Bute — for instance — owes many an improvement to 
JoHAtra Joachim Quanz (1697 — 1773), court-composer and teacher 
of Frederick the Great, he having before his call to Berlin earnestly 
devoted himself to the improvement of its mechanism and after- 
wards (1752) published his experiences in a valuable monograph' 
"Attempt at a method of playing the cross-flute." 

The necessary consequence of the increasing independence 
of the instruments was their emancipation from vocal music, and 
the development of a style in keeping with their capacities, as 
also of the music-forms resulting therefrom. The inait-umental 
style is distinguished from the vocal essentially by greater rhyth- 
mical precision as also by greater flexibility. The former attribute 
it owes to tiie dance, for accompanying which the instruments 
were seen to be by their very nature better adapted than the 
human voice, which for evident reasons, such as the necessity oi 
drawing breath, and of a distinct pronunciation of the teii, etc., 
was unable to adapt itself with perfect ease to the movements 
of the dancers. This did not hinder it, however, from associating 
itself with the dance in antiquity and even far into the Middle 
Age, until at last the instruments had sufficiently advanced in 
their development to take sole possession of dance- music, and, 
while retaining the song-form, to carry out still farther the inde- 
pendent culture of that dance-tune,* the Hyporchema of the 
ancients. — The greater flexibility of the instmmenfal style lay 
also in the very nature of the instruments, and showed itself at 
an early date in the necessity they were under of dividing np the 



* Tke primitive identity of dance-mnsic with song Is commemoTated b; 
the technical term '^ong-fonn" ^n German, "Liedfom^, which is applied in 
an enlai^ed sense, as eompnsing the etructuTe abo of the different varietiee 
of pieces composed for dancing. With a view to greatei exactness of termio- 
ology, however, the expression "Primary form" has been recommended to take 
the place of "Song-form". See my "Theory and Practice of Musical Form, on 
the basis of Lm>wia BussLEa's Formenlehre" (published by 0. SCHIBUE^ 
New York), Chapter VT. ' Tramlator. 
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lot^-snstaineil tones of song into smaller parts, which wu eeHiti 
"diminishiDg", "coloring" or 'VaiTing". In this, too, instrumental 
music had for the time being kept pace with song, as long, that 
is, OS tiie "art of oi^nating" was practised by singers with the 
unconstraint alluded to on p^e 45. But when the singers, as we 
■aw at the same place, went back, as polyphonic music became 
more and more developed, to the sustained style of composition, 
the instruments began to cultiTate all the more zealously the 
"diminishing", etc. henceforth given over to them exclusively, and 
the immediate result of their efforts in this direction was the rise 
of special instrumental music-forms, of which the Toccata is tiie 
oldest In this species of composition the last-mentioned pecu^ 
liarity of style has full play, inasmuch as here instead of the sus- 
tained melody runnii^ and broken figures predominate, into which 
the harmony is decomposed. It owes its artistic form to the 
Venetian organist Claudio Meeulo [see p. 124), who published in 
1598 his first Toccatas; it obtained its perfect development through 
FbbSCOBALDI, whose Toccatas include all the musical achievementb 
of his time: the fugue, free imitation, brilliant passage-work and 
mighty torrents of chord-succession a. 

What is called cantabUe playing, over against the figured 
style of the Toccata, came into prominence in a second iui;-form, 
the Canxone, in name as in its nature a transformation of the 
French chamon. It also hails from Venice, where Johaknes 
Gabbieli (from the end of the 1 d"* century on) published a large 
number of such compositions. Still greater acknowledgments ar« 
due this artist for procuring the participation of the bow-instru- 
ments and wind-instruments in the improvements that bad been 
made, alter -composers bad up to that time devoted all their efforts 
to key-instruments exclusively. The independent orchestral pieces 
composed by Gabbieli are, to be sure, of the most modest di- 
mensions; their entire length amounts to from twelve to twenty 
measures, and they had but one aim, either as "Symphony" to 
introduce a vocal piece, or as "BitomeUo" (interlude), to fill up 
the pauses enabling the singer to rest. Similar is the case vrith 
the Sonata, which likewise appears about this time; its name 
ori^nally means nothing more than an instrumental piece, as ia 
•hown by the very tide of Gabbieu'b work (pnblished id 15S6}: 
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'Sonata m einqae per istromenti''* and by the words of pR£TO- 
BIOS: "Sonata (firom gonemdo) is eo called becaose the performance 
is not with human Toices but with instroments only." If more- 
OTer we read in the same author that "the word 'sonata' or 'so- 
nada' is applied to the flonrisb of trumpets for calling to meals 
or to the dance," we may calculate the enormous distance that 
separates that music-form from the modem complex sonata. 

The complex or cyclical instromental music-forma are how- 
ever by DO means of recent date; in the earliest days of town- 
musicians and masical guilds it was customary to perform a 
number of dance-tunes, united in a series or cycle, without the 
dance that belonged to them. The dance-tunes thus strung to- 
gether, in other respects having no other inter-connectioD than 
community of key, were at first called in Italian Partita, and soon 
excited the attention of players of key-instruments, especially of 
the French, under whose hands the Partita was raised to the 
dignity of the State. As such it went back to Germany, where, 
as is well known, it was developed by Bach to the utmost pos- 
sible perfection, yet without drawing near to the modem sonata, 
which essentially differs from the suite in this, that ita several 
movements have organic coherence one with another. The im- 
pulse to the development of this artistically immeasurably higher 
cyclical form was given by the tripartite opera-overture in the form 
it had acquired in Italy through A. Scarlatti, in France through 
LuLLi. It has been already remarked, in speaking of the former 
artist, that this overture, after its movements had been separated 
and enlarged, and inwardly perfected for performance at concerts, 
led over into the modem orchestral symphony. As an interme- 
diate stage in this evolution we may regard the solo violin-sonata 
of many movements developed in Italy, especially by Gorslli 
(died in 1713); also the concerto of three movements introduced 
by the Venetian violinist Vivaldi (died 1743). Already here thb 
cyclical form appears perfectly developed, as is proved by Sebas- 

* This title is moieover ehuacterisdc of the primitiTe condidoii of the 
instrumeaUl mnsie of tlut date: up to Hontsvzhde'h time composers did not 
assign to each instnunent a special part in keeping irith its cliBTacteT, but 
w«re content to write out the voice-parts of an orchestral movement, leaving 
it to the director to fill them, according to their compass, with the iiutmmentl 
Qiat hs happaned to have at his dieposaL 
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TiAN Bacb'b ^talian concerto" for clavicliorcl, which may be re- 
garded as a model for the modem sonata-form. That the master 
who was creative in so many provinces of his art did not feel 
called upon to transfer this fonn to the pianoforte, bat was satis- 
fied with thia single attempt, is all the more difficult to uuder- 
Btand from the fact that the need of such a transference had in 
many ways manifested itself already before his time. 

JoHANN KuHtfAU, Bach's predecessor as precentor at St. Thonms' 
church at Leipsic, had first ventured on the attempt, yet without 
being clearly conscious of the importance of this step. In the 
preface to his work entitled "Clavier-exercises", etc., published 
1695, he escnses his attempt in the words: "Why should such 
things not be done on the clavier just as on other instruments, 
since no single instrument has ever disputed with the clavier the 
precedence in perfection t" Yet the new art^species seems to have 
been favorably received on the part of the piano-forte players, for 
soon afterwards Euhnac published a collection of seven sonatas. 
With scarcely less right than Edhnau can Domenico Scarlattj 
(1683 — 1757) claim the paternity of the piano-forte sonata, for, 
though he went back to the one-movement form, yet in this 
movement the form of the first movement of our modem sonata 
is already distinctly imprinted. SCAitLATTi's special merit, how- 
ever, is that he brought in vogue a new method of composition 
adapted to the piano-forte, by introducing; in place of the poly- 
phonic style with its perfect equality of all the parts, from which 
neither Kuhnau nor Bach could break loose, the komophonic, in 
which essentially one voice, carrying the melody, is the ruling 
one, while the other voices are merely secondary, as forming the 
accompaniment. This advance marks at the same time the se- 
paration of piano-forte playing from organ playing, which had 
until then hardly been distinguished one from the other. True, 
the author of the first oi^an and piano-forte school, published 
1593 in Venice, Pater Gibolamo Dirdta, a pupil of Mbrdlo, had 
called attention to the difference in the technical treatment of 
these two instruments, yet the subsequent composers bad dis- 
regarded his admonitions and gone on, as before, writing for key- 
instruments in general 

Nor did DoHENico Scarlatti yet recognize the real signi- 
ficance of the piano-forte sonata, but commended his sonatas to 
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the indulgence of tlie public with the remark that "in them not 
deep design would be found but the ingenious pleasantry of art", 
In fact, he makes more account of technics than of intellectual 
contents; yet by his application of the principle of tripartition, 
prescriptive for the modem sonata, and by a number of effective 
innovations of a technical kind, such as running passages in thirds 
and sixths, the quick stroke of one and the same key with dif- 
ferent fingers, broken chorda in contrary motion for both hands, 
etc he leads us directly into the modern age. The piano-forte 
sonata afterwards appears fully developed with Euanubl Bach, 
&om whose hands it yas received by the great masters of io- 
stromental music, first Hatdn (1732—1809), then Mozart (1756 
— 1791), by both of whom the form established by Em. Bach 
was preserved. It was reserved to Beethoven [1770 — 1827) to 
carry out these forma to the extremest limits of their expansibility, 
and thereby to adapt them for receiving the new spirit in music 
awakened by him. Through him also the orchestral symphony 
attained to full maturity: its evolutionary course ueed not here be 
described, as it essentially coVncides with that of the sonata. We 
merely mention as chief points its transformation from the three- 
movement form of the Italian overture to that of four movements 
by the addition of the Minuet &om the suite, as also the change 
of this dance-piece into the now passionate now humorous Scherzo 
dating from Beethoven. 

The brilliant and dominuit epoch of instrumental music be^ 
ginning with these last-named masters is conditionated, in the 
same degree as the blossoming of the Passion and the Oratorio 
brought about by the earlier generation of composers, by the 
idealistic world-view that in Germany has always, but especially 
since the re-awakening of the popular consciousness after the 
Thirty Years' War, been the characteristic feature of the intellec- 
tual life. For, instrumental composition affords to the creative 
musician far greater liberty to rise to the supersensual than 
vocal composition, which with its dependence on external con- 
ditions marks under all circumstances certain limits to the flight 
of his im^pnation. Kow, just as the conception of music that\ 
came to the surface in Germany during the preceding cen- 
tury is contrary to that entertained by the neighboring nations, ' 
especially the French, so too German philosophy, after it had, 
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eimultaneously with mnsic aad led by the eame inclinaHon to 
idealism, entered upon a new epocli. If Engliahmen and French- 
men had indicated the sensuaL impresBions as sole sonrce of hu- 
man knowledge and consequently the former had evolved there&om 
Semmdism, the latter Materialism, the German Idealism finds the 
essentia] conditions of all knowledge in the human spirit itself; 
and if tlie former aim at materializing all that is spiritual, the 
German philosophy everywhere strives after a spiritualization of 
matter. This is seen in Leibnitz, the father of modem German 
philosojAy, who conceives substance, e. g,, not — with his pre- 
decessors — as an aggregate of lifeless atoms but of intellectually 
animated individuals , called by him monads. The climax of this 
philosophy is reached by Immanuel Kant, who through his "Crit- 
icism of pure reason", published in 1781, arrives at the result 
Uiat besides the sensuous impressions certain a priori conceptions 
in the human mind — as. for instance, of space, and time — are 
aecessary for knowledge. If we cannot rise by means of pure 
reason to the supersensuous, Kant's "Criticism of practical reason" 
{1788) shows us the way in which this demand of our spiritual 
nature also is satisfied. Practical reason desires the suppression 
of the sensuous man by means of the reasonable man, which 
latter gives a law to the former; but this law, unlike the maxims 
of prudence, is not conditionated upon the prospect of certain 
successes, but is an absolute, the only absolute commandment — 
KasT calls it the ratef/otical imperative. It is practical reason 
also that leads to certain claims, not indeed logically demonstrable 
but for all that indispensable, called by Kant postulates. As 
such he indicates the freedom of the will, because the will must 
be independent of natural necessity in order that it may follow 
the voice of the categorical imperative; immortality, because 
despite the imperfection of human nature the possibility of a con- 
tinual approach to the condition of moral perfection must be as- 
sumed; finally the existence of God, because in nature there is 
no necessary connection between morality and a happiness pro- 
portioned to it, and the realisation of this agreement, as of the 
highest good, must be guaranteed by a being having on the one 
hand absolute power over nature, whilst on the other hand it is 
influenced simply by moral impulses. 

Kant's technology, contained in his "Criticism of thejudidal 
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fecnlty", publiahed in 1 790, is concerned with the Beantifal, which 
we estimate by taste, bj means of the feeling of pleasure (the 
esthetic judicial faculty), ss opposed to the Congruous inherent 
in organic nature, which we judge by intellect and reason [the 
teleological judicial faculty). The esthetic judicial faculty* enables 
us to reci^mze the Beautiful as that which by means of its 
form, harmonizing with the human intellect, excites general and 
necessary pleasure; the Sublime as the simply Great, which evokes 
in US the idea of the Infinite and by its antagonism to the inter- 
ests of the senses directly pleases. These definitions, as also that 
of the Beautiful as symbol of the morally Good, were farther car- 
ried out especially by Schillbr in bis esthetic treatises, as East's 
Ethics were by FiCHTE. In the warm, enthusiastic presentation 
of these two men the Kantian philosophy soon became the com- 
mon property of the German nation and caused a mighty revo- 
lution in all provinces of the intellectual life. Under its inspi- 
ration the German masters of musical art also were enabled, with 
the sole aid of absolute music to win the victory over Italian 
opera, all-powerful as it then was and surrounded by the other 
arts A8 vassiJa. The orchestral instruments, which had till then 
amused themselves vrith the hannless performance of suites, di- 
vertissements, serenades, etc., began now, united in the symphony, 
to speak a language of deepest seriousness. "Haydn was", as 
RiCHABD WaQngb says in his "Zukunftsmusik" fMusic of the fu- 
ture), "the genial master that first developed this form into broader 
dimensions, and through inexhaustible variety of motives and of 



* Eeihttiet, literally the science of tlie EensnonB peiceptioDB and feelings, 
in K narroweT sense the science of the Beautiful — t. e., the Beautiful in ari 
as opposed to the Beautiful in nature — owes its introductioa as a science to 
the philosopher Alexandeb Bagmoabten, whose monograph "Aesthetics" (1750) 
gave it its name. Among the eatheticiana of antiquity — for the nature ol 
the Beautiful and of art has of course heen at all times a subject of philo- 
taphical investigation — AsiaTOTLE claims the attention of the musician 
especially, in so far Bb he allots to music a prominent place among the arts. 
AH art attune its end, the ennoblement of the mind and the heart, by imit»- 
Don (Mimesis), yet not of visible nature but of the movements of the buman 
eharacter [Ethos] and soul (Psyche), which movements music (as Aristotui 
explains in his Tolitics", Book VIII, chap. 5) dtrtetly represents, whereas the 
plastic arts can only giva through forms (Schemata) tertatn tign* of tKe estheti* 
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their connecfiona and exploitatdoiis gava it a deeply expressira 
BignificaQce. Hozabt tad recognized the charm, previously un- 
known to the German masterB, of Italian song-melody, and, while 
he introduced into Italian opera the richer development of the 
German method of instmmental composition, imparted in turn to 
the orchestral melody the full euphony of the Italian song-method. 
Into the rich, much-promising heritage of hoth these masters 
Beethoven entered; he developed the symphonic art-work into 
BO fascinating a hreadth of form, and filled this form with a bo 
extraordinarily varied and captivating melodic content, that at this 
day we stand before the Beethovenian symphony as before the 
boundary-stone of a quite new period of art-history in general; 
for with it a phenomenon made its appearance to which the art 
of no other period and no other nation can show anything even 
only approximately analogous. Inasmuch as here music speaks 
a language that with its free and bold conformity to law must 
seem to us more powerful than all logic, while yet rational thought 
holding on to the clew of cause and effect finds here no foothold, 
Beethoven's symphony must appear to ub directly as a revela-' 
tion from another world." 

It is easily conceivable that in consequence of so unexpect- 
edly high a leap of instmmental music, the musical world after 
Beethoven turned to cultivating it with a zeal that was pnshed 
to one-sidedness. Yet it was not granted to the musical Ro- 
manticiats of the id"* century, as far as they followed after 
Beethoven, to come np to their model, much less to snrpass it. 
Only those composers who turned their attention to what Beet- 
hoven had n^lected — the opera — were able with the aid 
of the orchestral means bequeathed by him to help this art-speciea 
to blossom anew, and thus also to protect mnsic in general from 
ihc imminent danger of staguatioiL 
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THE ROMANTICISTS OF THE 19™ CENTUBT. 



The conception "classical", mth which we associate the idea 
of B cheerful, naive, peaceful state of mind, has for its autithesia 
'^mantic", an expression applied in an art-sense to a period when 
the more serious part of humanity, dissatisfied with the existing 
state of things , yearns to be out of the actual world and strives 
after remote, obscurely beheld ideals. Now, it is true that this 
inclinatioD to rise above prosy reality has been at all times and 
everywhere a mark of intellectually gifted and poetic natures, and 
accordingly Romanticism is essentially synonymous with poetry 
and as old as the world itself. Yet at certain times and among 
certain peoples the romantic impulse manifests itself with unusual , 
power. The ancient Greeks, living more exteriorly than interiorly, 
scarcely knew it and certainly did not foster it; the son of the 
North, OD the contrary, loved to descend into his interior, being 
already admonished by the prudery and harshness of his climate 
to build for himself a special imaginary world in place of the 
real world about him. Here too, however, we distinguish between 
epochs that were more or less favorable to romanticism : its flow- 
ering-time coincides with the periods in which humanity, after 
important political and social revolutions, finds the attendant dis- 
illusions specially galling, e. g., the centuries after the collapse 
of the antique world with its rich intellectnal culture, and in later 
times the first decennaries of our century. The enthnsiasm kindled 
by the epoch of enlightenment of Frederick tse Great, then 1^ 
the French revolution, lastly by the deliverance of Europe from 
the yoke of Napoleon, necessarily gave way to profound discour* 
^ement and insipidity after the temporary failure of all these 
efforts was acknowledged, and thus it came to pass that then 
even the most gifled natures turned aside hopelessly from what 
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was tc them the insipid reality, to betake themselves to s far 
distant phantom-existence. 

When this intellectual cnrrent got the upper haiid it was 
onaToidable that art should be forced away from the path of 
development trodden in the century that had elapsed, and that 
the rich artistic harvest of that period should ^ain be called in 
question. Only in certain directions could the march of time, 
tba dawning aspiration aiter unattainable ideals lead to positive 
achievements: primarily in the domain of lyric poetry, which mider 
the influence of the dominant mood was just now experiencing 
a significant enlai^ement of its sphere of action. In place of the 
general subject-matter with which the lyric poetry of the preceding 
century had been satisfied, the subjective feeKngs of the poet now 
came to the front, and the essential nature of lyric poetry, a bound- 
less submersion into the innermost life of the soul, could under 
these circumstances attain full prominence. It was that universal- 
ity of subject-matter that had hitherto prevented lyric poetry from 
accomplishing its ixue mission, i e., from operating, as it had 
done in antiquity, in the closest conjunction with music. Not 
without success had Johanh Friedrich Reichardt (from 1775 
on music-director to Frederick the Great), C. F. Zelter (from 
1800 till his death in 1832 director of the Berlin Academy for 
Singing), and others exerted themselves in artistically developing 
the German song. For the reason just given, however, their ef- 
forts did not avail to bring about a substantial progress, and even 
such masters as Mozart and Beetsoven, in view of the then 
state of lyric poetry, did not draw from the latter that deep in- 
spiration that might have induced them to interest themselves 
fiilly in song- com position. But under the influence of romanti- 
cism subjective lyric poetry was enabled to find new forms and 
richer subject-matter; it put forth glorious blossoms that notwith- 
standing their dazzling brilliancy of color and occasionally strange 
odor, never denied their rise from the very depths of the German 
heart. At the same time too the tongue of music was loosed, 
BO that the long desired transformation of the folk-song into the 
ftrt-song could be accomplished, and from this time forth the 
victory of the German song over the Italian bravura air was 
assured. 

The difference between the folk-tong and thp artsoitff ia e»- 
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■entially this, that in the former one and the same melody an- 
Bwera for each strophe , whereas in the art-song the music most 
closely attaches itself to the poem throughout its entire course, 
regardless of the strophical divisions, and endeavors to illostrate 
its subject-matter even in the smallest particulars. This song- 
species* is farther distinguished firom the popular etrophic song 
by its accompaniment, which maintains a mach higher degree of 
independence, sometimes even temporarily supplying the place of 
the silent voice. In the folk-song, on the contrary, the accom- 
paniment seems to grow of itself out of the melody, whose har- 
monic and rhythmic proportions are its only role, except that it 
may by breaking (arpeggiatingi the chords enliven the movement 
to a certain extent. Naturally, the German song-poem in its new 
form disclosed to the fantasy of the composer an immense sphere 
of creation; but to occupy it and rule it vrith genial freedom no 
one was found worthier than Franz Schubert, who is therefore 
rightly honored as the creator of the German art-song. 

Hardly would this artistic achievement of Schubebt's have 
80 perfectly succeeded, if his extraordinary musical talent had not 
been accompanied by a rare natural strength and simplicity, if 
what was temperate and harmonious in his artist-natmre had not 
restrained him from the excesses of the romantic tendency, irom 
which even his great predecessor Beethoven was not free. That 
the arbitrarinesses in which the latter not seldom allowed himself 
to indulge at the expense of beauty were little to SCHUBEST'i 
taste, we may infer from the following passage from his diary, 
"written on the day of Salieri's jubilee, after the pupils of the 
latter had arranged a performance of their compositions r "It must 
be delightful and refreshing for the artist to hear in the compo- 
sitions of his pupils simple nature with its expression, free from 
all oddity, such as is now dominant with moat musicians and for 
which we have to thank one of our greatest German artists al- 
most exclusively; from that oddity that mingles without distinction 
the tragic with the comic, the agreeable with the repulsive, the 



* In German a, song of this kind is called durehcomponirt, t. e., com- 
posed throughout, as explained above. In the absence of a better substitute 
foi the Gennnn word we tnaj use the expression "irhollj-campoBed", the anti- 
thesis of which would be "sttophie", oi "strophically-coniposed'', 
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heroic vith yelling, the holiest with the harleqain, that sets mflB 
«razy instead of melting them in love, provokes them to laughter 
instead of lifting them up to God." In spite of this divergent 
tendency of Schdbebt's, in regard of the ideal of beauty, &om 
that of BeetHOTBIT, who is doubtless here meant* by "one of out 
greatest German artists", he was filled with admiration for the 
older master, to whose imposing artist-personality he had &om 
childhood — Schubert was bom in 1797, nearly a generation 
ftfter Beethoven — looked up with a mixed feeling of love and 
awe. And when he died (1S28} of nervous fever at the age of 
hardly thirty-two years, his last words were: "Beethoven is not 
here"; which led his relatives to bury him in the vicinity of his 
great predecessor. More than all this, however, Schubert's com- 
positions for orchestral and chamber-music attest his intellectual 
fellowship with Beethoven, for, not to deny his inclination to 
elegance and pure beauty, he was able to approach the master 
who was unattainable in these departments more closely than any 
one of his contemporaries or successors. 

And yet it was not granted to Schubert to find for a single 
one of his lai^er instrumental works, except his £-fiat trio, re- 
cognition during his life-time. The short duration of his artistic' 
career, the immediate and overpowering nearness of Beethoven, 
whose works took up just then the entire and eager attention 
of the more seriously active friends of music, while on the other 
hand the Kossrai opera held the great public in its fetters, — 
these are the reasons why Schubert did not find the merited 
universal appreciation until considerable time after his death. It 
was only as song-composer that he was celebrated by his con- 
temporaries, especially after his intimate friend the singer VoGL, 
of the Royal Opera, Vienna, had introduced to the public his 
"Eri-king" in the year 1821 — not till five full years after it had 
been composedl This song made Schdbebt's name known through- 
out all Germany, yet even then the demand for other songs of 
his was in no proportion to his productive power. Scarcely the 

* SCEDBEBI maj here have had in view the .i^-major synphonf with ita 
sublime alUffretto and ita wantonly bluBUriag JirtaUi or also that passage in 
the finale of the J'-major symphonj' (No. S), where the amiable trifling b 
pianUsimo in C-major is unexpectedly interrupted by a /«rti»timo i>-flM b 
■n the inetnunents. 
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nxth part of those aonga of Schdbert that are now known wer« 
pQblisbed during his life-time, although he did not write one thai 
did not bear the stamp of genius , even blowing that the rich- 
ness of bis fancy occasionally led him beyond artistic limits and 
that the choice of his texts was not always happy* The song- 
composers who came after him, Mendelssohn, ScmruAim and 
Robert Fsanz, proceeded more critically in many respects; be- 
sides, the incomparably richer development of the lyric poetry of 
their time enabled them to improve the species in certain direc- 
tions. But neither the poHshed form of the Mendelssohn song 
nor the depth of thought of that of Schumann can outweigh the 
nnafFected power and inexhaustible melodiousness of the Schubert 
song. HOBEKT Franz alone, in whose songs an unusual artiatio 
formatare power is combined with the purest naturalness of feel- 
ing, seems called to make up fully for Schubebt's loss, and ma; 
even now, though still living, be designated his lawful heir. 

The peculiarity and significance of the Fbanz song consist 
primarily in its affmity to the older German folk-song and the 
protestant choral derived from the same source. With the latter 
especially Fbanz familiarized himself ftom hia youth up, and in 
uninterrupted diligent intercourse with the works of Handel and 
Bach, particularly with the chorals of the latter, be acquired for 
his own constructive work that quiet strength that preserved him 
from the romantic unrest dominating the world during the years 
of his development. Just as the protestant choral, with the har- 
monic richness conditionated by its melody was employed by the 
masters last mentioned for the grandest contrapuntal creations, 
so too Fkanz's melody step by step contains a latent harmony 
and may therefore be called in the strictest sense polyphonic. It 
is to the influence of the old German aong and the compositdona 
of Bach and Handel that Franz's treatment of harmony also 
may be traced. For, while adhering in the main to the modem 
tonal system — the m^or and the minor scale — yet in many 
of his songs, especially those whose texts are of the popular 

* This especially at tlie beginning of Us career eis Bocg-coioposer. Aft«r- 
vude lie showed partiality for Goetse'b lyric poema, yet tbe poet does not 
appear to haye reciprocated his partiality, for, though he had &eqnent occ*- 
Hion to hear those songs of ScHUSEET well executed, he niakea no mention 
of the composer's name in any of his writiogB. 

10 
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order, he goea back to the old church-modes and makes nae ol 
tKeir characteristic tone-material. Thus he has as it were re- 
discoTered for modem music this almost foi^otten tone-world and 
beremth brought to the former an extremely rich and significant 
element of expression. Rhythm is with Franz, in accordance with 
the intimate blending of tone with language aimed at and at- 
tained by him, of uncommon variety, yet utterly without affecta- 
tion. The pianoforte accompaniment also is, for all its import- 
ance, never an impediment to the rhythmical flow of the vocal 
part; it illustrates the cantilena not irom withoat only, but sprouts 
forth from it with inner necessity, and is in the same organic 
relationship to it as that by which the accompaniment in Franz's 
edition of Bach's and Handel's vocal works is distinguished from 
the purely chordal treatment* of the figured bass-part. In con- 
centrating his entire strength upon song-composition Fbanz was 
actuated by a correct perception of his decidedly lyrically and 
contemplatively disposed nature. The latter also exercised a de- 
terminative influence upon the manner in which he conceives and 
treats the poetic matter of his songs, toning town the excesses oi 
passionate moods and reducing them to measurable quietness. In 
this respect likewise he approaches the ancient German lyric muse; 
for though "world-woe", as the characteristic mark of all modem 
lyric poetry, finds expression in his melodies, yet it appears &ee 
from every uncouth distortion or morbid self-contemplation, rather 
a pure and true expression of the deep yearning after the ideal 
that penetrates every human heart. 

Like lyric, so also dramatic music attained tmder the influence 
of romantic poetry to a new stage of development. It is true 
that the opera had through Gldck and Mozabt been so enriched 
musically that any increase of its possessions in this regard could 
hardly be thought of But on the other hand, from the side of 
the poetic contents and the form of the libretto the need of an 
improvement of this art-species also began to be felt in propor- 
tion as romanticism in poetry gained in importance. For the risE 

* Thst is, the mere translation of the figured hasaee into the correspond- 
bg harmonies or chords, after the old manner before ttccompaniments wen 
written out in full The old method had of coarse its disadvantages — fol 
the accompaniment itself; but at least it implied that the accompanbt slioiild 
be ■ hannonitt, not merely an executant. Tramlatat. 
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and development of romantic opera Gennany proved to be & spe- 
cially favorable soil, by reaaon of the inclination and ability in- 
herent in the German character to go to the bottom of things, 
to listen intelligently to the revelatious of natare , and to fly oa 
winga of fancy to the remoteat times and regions. Moreover the 
feeling of nationality that in consequence of the War of Deliver- 
ance had broken out among the majority of Germans could be 
better satisfied with romantic opera than with the previoua one, 
becauae the former was forced by its subject-matter, mostly taken 
^Mim German popular tradition, to the cultivation of a national 
coloriDg of both poetry and music. Here indeed there was im- 
minent danger, for both arts, of losing the artistic equilibrium 
in the conQict of the world of fancy with reality, and of giving 
up too much to the subjective-imaginary. Yet it was precisely 
music that was enabled to settle this dispute by sharp delineation 
of characters and faithful picturing of situations, and having been 
required to enlai^e ita technical means in order to the attainment 
of this end, it has to thank romantic opera for an enrichment 
which subsequently turned to its advantage in other depart- 
ments also. 

LudwiqSpohe (1784—1859), Carl Maeia von Weber (1786 
— 1826) and HsiNRice Uabschner (1795 — 1861] became the musi- 
cal interpreters of the moods and inclinations above mentioned 
as slumbering in the German nation. Spohr, superior as musi- 
cian to both his rivals, as his numerous and solid instrumental 
works attest, shows himself in the dramatic line as the weakest 
of them. His tendency to hyper-sentimentality and elegiac pathos 
prevented hira from consistentiy working out his characters, and 
it is only where there is question of describing situations and 
incidents analogous to hia very limited sensationary method, as, 
e, g., in his "Jessonda" (first performed in 1823), that he is able 
to produce dramatic as well aa musical effect. Far superior tc 
him as dramatic composer is Marschker, a master in the repre- 
sentation of the unearthly and demoniacal (e. g., in "The Vam-; 
pyre", 1828}, as also in the delineation of plebeian and comic 
characters. In this Mabschn&r is not equalled even by Webeb, 
with the latter it was the universality of artistic talent that, with- 
out prejudice to his German nature, gave his music so quickening 
a power that it aroused enthusiastic admiration not only in the 
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composer's native land, but — wHch waa not the case witli either 
Spons's or Mabschneb's musio — far beyond the boundaries of 
Germany. 

Not only the artistic achievements of Webeb, but his life- 
experiences also demand our full sympathy. A wandering life 
from childhood on, necessitated by the circujnstances of his father, 
ft theatre-director, and the consequent unsystematic instruction, 
conid not detract &om the ardor of his artistic endeavors, any 
more than did bis soccessee as pianoforte-virtuoso in his boyhood 
and adolescence. While yet in his twenty-fourth year, after he 
had written his first opera "Das Waldmadcben" (The forest Mai- 
den, afterwards re-constructed as "Sylvana"), and filled a music- 
directorship, be received instruction from Abbe Voqler, in order 
to make up by serious studies in composition for what he had 
lost before. He attained to the full development of his power in 
1S13 as music-director, at a theatre in Prague, yet without find- 
ing here perfect satiBfaction, especially because his strong national 
feeling found on the non-German soil only insufficient nourish- 
ment. Berlin, the starting-point of the efforts of German patriot- 
ism, which Webeb had artisticaUy glorified in his settings of 
Eobner's Songs of Freedom, "Leier und Schwert", — Berlin would 
have been the sphere of his activity quite in accordance with his 
wishes, if it had not been that here, just at this time — strange 
anachronism I — the musical herald of the conquered French em- 
peror, Spontini, had by direction of Frederick Wilwam HI 
entered upon the management of operatic afTairs in general. A 
call to the newly-established German opera in Dresden could only 
partially indemnify the master for the failure of his Berlin plans, 
for, among other annoyances, he had to put up with many hin- 
drances to his exertions through the rivalry of the Italian opera, 
still in high favor at court, and of its music-director Morlacchi. 
This explains why he did not succeed even in bringing out his 
masterpiece "Der BVeischUtz" at the place of his personal activity. 
II was Berlin that through the first performance of "Der Frei- 
schiltz" (1S2I) paid the German- master a debt of honor, so to 
speak, and at the same time became the theatre of one of the 
moat brilliant triumphs of German music. For German opera 
had not only, with this work, entered into its full rights, it had 
also gained a victorj over Italian opera in no wise less important 
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(h&n tiie one achiered forty years before in Paris by Gluck, for 
heacefortU in the Prussian capital the foreign musical supremacy 
was destroyed, the success of the Treischatz" had put an end 
to the belief in SpONmn's musical infallibility. 

In the Treiachatz", which depicts in tones the true love of 
chaste and sincere young hearts, and at the same time the de- 
moniac powers by vhicb man is ensnared, all this on the sub- 
soil of romantic forest-life, Webeb created a work of art whose 
popularity can hardly at any time be excelled. 

The farther course of the romantic tendency exhibited by 
German music shows ns two musicians who are through their 
creations so near to the present, and have found in our day so 
complete a recognition, that it will suffice here to characterize 
their attitude towards musical development in general. Felii 
Mendelssohn-Baktholdt (1809 — 1847) and Robert Schumann 
(1810 — 1856) are the chief representatives of that school whose 
aim is the progressive cultivation of instrumental music on tiie 
basis of Beethoven's legacy. To surpass Beethoven in produc- 
tions of this kind we have already declared to be impossible, yet 
it was not denied to the two masters above named to extend in 
certain directions the expressional sphere of instrumental music 
Thus MENDELSaOHN excelled, in faithfully painting nature by tones, 
not Beethoven only but Weber also, as «. ^. in his overture 
"Meeresstille und glQckUche Fahrt" (Calm sea and happy voy^e), 
and even undertook to bring to view rural pictures entirely by 
orchestral means, as in the overture "Die Hebriden" (The Hebri- 
des) and the symphonies in ^i-major and o-minor, which have m 
double right to their surnames "the Italian" and "the Scotch", 
since they mirror in their music, besides the national character, 
also the landscape-scenery of these countries, as personally ob- 
served by the composer on his travels. In mastering large, broadly 
developed forms Schumann proves to be the more highly gifted, 
surpassing Mendelssohn in depth of thought also, so that with 
his symphonies and chamber-compositions , perfect in form and 
full of the charm of romanticism , he may stand at the head of 
the representatives of post-beethovenian instrumental music. 

We may not, however, look for the centre of gravity of his 
achievements, nor of Mendelssohn's either, in orchestral music 
or in Qie large forms generally. The thoroughly subjective nature 
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vt both artists, wliich in Schumann's case even led him towardi 
the end of his career to obstinately wrap himself up in the per- 
sonal sphere of feeling and thought, induced them to work by 
preference in the small and smallest forma, those in which the 
transitory moods of the individual man are, so to speak, instantane- 
ously photographed into an art-work, as in the song, and still 
more in the art-species invented by Mendelssohn, the "Lied ohne 
Wort^ (Song without words) for the pianoforte, in which the 
composer may follow the momentary inspirations with incompar- 
ably greater liberty than in the vocal song, being &ee trom the 
restraints of words and prosody. In this species of mood-pictures 
both Mendelssohn and Schumann have produced important works, 
the latter in his "Kinderscenen", "Noveletten", etc.; yet music here 
ran the risk of losing itself too much in the individual and of 
Buffering a loss of its universally available power, Mendelssohn's 
subjectivity found a salutary counterpoise in his attachment to 
Bach and Handel (we have already seen, in speaking of his ora- 
torios, how favorably his workmanship was affected by his study 
of the works of those masters). Schumann on the other hand 
allowed the subjective mood and the romantic longing to have so 
boundless a control, especially in his pianoforte-works, that Her- 
der's previously quoted observation (see p. 11] on the danger of 
separating instrumental from vocal music here finds confirmation; 
for in fact Schumann's pianoforte music not seldom "transplants 
ns into a realm of obscure ideas, and awakens feelings which in 
the torrent of artificial tones without words find no leader." From 
what has been said it is self-evident that neither Mendelssohn 
nor Schumann had special talent for dramatic music, for this 
branch is conditionated by the artist's ability to objectivate him- 
self, to bring bis own individuality into conformity with the outer 
world, and to make his creations appear as if detached from his 
person. The fragments left behind by Mendelssohn of the opera 
"Loreley" cannot fail, despite their great musical value, to strike 
the hearer as being adapted for the concert-room, not for the 
theatre, and Schumann's opera "Genoveva", which the Leipsic 
critic J, C. Lobe not inappropriately called a lar^e wholly-com- 
posed* song, could in consequence of a lack of dramatic vigor 

■ See KoU, p. 141. 
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lead only a sham existence, after repeated trialB at different (rerniarn 
theatres. 

Not less luxuriantly than in Germany did romanticism deTelop 
itself among the French, especially after VicroE Hugo had in 
the thirties of our century stepped forward as poetic champion of 
the romantic ideas. The musical representatives of these ideas, 
Hectoe Berlioz (1803—1869) and Feanz Liszt (bom 1811), can 
however hardly be accounted French musicians (the latter cannot 
because of his Hungarian nationality); for as they found in in- 
strumental music the tone-material corresponding to their creative 
artistic impulse, they were consequently obliged to seek their 
point of support among the German masters of instrumental com- 
position. With their profound reverence for Beethoven, however, 
which Liszt especially could attest, having placed his incredible 
powers as pianoforte-virtuoso at the aerrice of the master, it was 
difficult for them to avoid the rock on which part of their German 
art-aasociates had been shipwrecked, in so far as these had gone 
on building np on the basis of the Beethovenian instrumental 
music. Yet both were enabled to escape this danger by entering 
into a happy alliance with poetry and taking the latter as their 
pilot on ttieir voyage through the stormy sea of tones. They 
chose a determinate poetical material as the basis of their in- 
strumental works, that by it they might be stimulated to com- 
position though without restraint upon their &eedom, and thus 
became the creators of the so-called Piogram-music. This path 
taken by Beblioz and more decidedly by Liszt in his "Symphonic 
poems" has often been designated a false one, and even so re- 
solute a champion of artistic progress as RiCHABD Wagner at 
first repudiated program-music as "an egotistic endeavor of the 
separate arts to communicate a purport lying outside of their 
sphere and unattainable by their own means". Later on, how- 
ever, he changed his opinion, because — as he says in his mo- 
nograph "On Franz Liszt's symphonic poems" — he had mean- 
while come to understand "that program-music does not aim to 
override speech or the plastic arts and represent things accessible 
to them only, but rather forms a special kind of union of two 
independent factors : poetry and music." Granting, now, that thii 
nnion of audible music with poetry that operates solely in the 
mind of the hearer is but an extremely loose and imperfect one, 
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ami that the cooperation of both arts during the ftit-enjojment 
itself is diiSciilt to prove, yet it caimot be denied that poeii; 
even in this case affords the creative master a prop during the 
development of his thoughts and leads him to the invention of 
new forms, while to the hearer it materially facilitates the under- 
■tanding of the mugical art-work* 

The chuacterisfdc note of the musical romanticists of France, 
that imion of the art-spirit of diverse nationalities, is seen most 
plainly in Fredekic Chopin, Bom of French-Polish parents in 
1809 near Warsaw, and ripened into an artist amid intimate 
mental intercoorse with the German instrumental masters, be 
conld build up on the basis of the sensationary method of three 
nations blended in him, a tone-realm of his own in which he 
exercised unlimited sovereignty. The chivalrous feeling and the 
historic sorrow of the Pole, the easy elegance and gracefalness 
of the Frenchman, the romantic profandity of the German are 
united in Geopm into a total of such originality that bis music, 
though conceived for the pianoforte solely, has extended its frno- 
tifying effects beyond the sphere of that instrument. Few com- 
posers have found at the beginning of their career so little re- 
cognition as he did, yet he soon succeeded by his own strength 
in gaining a position far overtopping that of his rivals, and his 
creative genius took afterwards, despite bodily sufferings, so power- 
ful a flight that he was able at his early death (1849) to bequeath 
to the musical world a heritage of inexhaustible riches. 

The faculty, grounded in the nature of the pianoforte and 
raised by Chofdi and Liszt to a sorprising height, of embracing 



* Program-muaic misaes its aim only when it undertakes to represent eon- 
erete feelings and determinate incidents, as, e. g., irhen Feobeeoeb (17"i centu- 
Tj) endeavora to describe the adventures of a trip on the Shine In a piano- 
forte suite, "in which is represented among other things how one of the party 
hands the boatman his sword, and in so doing falls into the water", — and 
KumfAU, in his 'Musical representation of some biblical histories in six so- 
natas for the pianoforte", pretends to illustrate musically Jacob's deception of 
Laban. Under this head comes also Sebastian Bach's Capriccio on the de- 
parture of his brother, with the "representation of diverse accidents that might 
happen to him abroad", and finally, Beethoven's *^attle ofVittoria", and bis 
imitation of the singing of birds in the second movement of the "Pastoral" 
symphony, though this worh may for the rest be reckoned as prognun-inusid 
in the best sense of the word. 
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in itaelf alone tlie entire expressional sphere of music, and serv- 
ing as the oi^an of the sensations of the individual in theii wid- 
est extent and independently of every foreign coSperation — thia 
faculty enables na to recognize the preponderance of the piano- 
forte in modem times oyer the other instruments, as a phenomenon 
essentially conditioned by the romanticism of the IS"* century, 
not withstanding that the origin of modern pianoforte-playing 
reaches back to the classical epoch of the preceding century. The 
fathers of modem pi^sm are MozABT, who had inherited the 
traditions of J. S. Bach transmitted by Emmanuel Bach, and 
Mczio Clehentt (bom atEome in 1752, died at London in 1832), 
who was not behind Mozart in tboroaghness, and in elegance of 
playing even surpassed bim. These masters became the heads of 
two schools, which we may designate as the Vienna school and 
the London school, and of these it was, strange to say, the former 
in which virtuosity first gained the upper hand over the strict 
serious style. Mozabt's pupil Johann Nepobick Eouuel (177S 
— 1 837) is in fact the representative of the new tendency, which, 
while thorough, at the same time does not despise brilliancy and 
dash. In the twenties of our century Cael Czernt (1791 — 1857) 
became the head of the Vienna school, from which thenceforth a 
great number of virtuosi came, in whose performances was pro- 
minently manifested the endeavor to astonish by finger- dexteri^ 
at the expense of the musical subject-matter. On the appearance, 
next, of the three most eminent pupils of Czebitf — Fhanz Ltszt 
(bora 1811), SiCtiSHDHD Thalbebq (1812—1871) and Theodob 
Edllak (bom 1S18), pianoforte-playing again took for its aim 
the solution of higher art-problems. Of these, Ia&sf and Eullak 
especially have leaned upon Beethoteit, entering into the spirit 
of this master, who stands alone also in his treatment of Uie 
pianoforte, and awakening the understanding of his artistic reve- 
lations that was still slumbering in more distant circles, while 
Thalberg, by the cultivation of a particular side of pianoforte 
technics — cantabile playing — enlarged the expressional capacify 
of the instrument in accordance with the new demands. 

The London school of Glementi was continued by his pupil 
J. B. Cbameb (1771—1858), who acq\^ed principally through tiie 
study of the works of Bach and Handel that mastery in piano- 
forte composition that we admire in his famous "Studies". Other 
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notable papilg of Cleuenti ore LcDWio Berger (t 777— 1839), 
Uendelssohn's teacher, and John Field (1782—1837), femooa 
for his Noctums, closely akin to those of Chopin. — A third 
school of pianoforte- playing, originated in Fr^ue about the be- 
ginning of the century, directed at first by DiONTS Weber then 
by TouASCHEE, found in the pupil of the former, ICNAz MoscHE- 
LE8 (1794 — 1870), its chief representative, who, like C. M. von 
Weber and !tf endelssohn , took a direction as player and com- 
poser in which brilliant technics and intellectual depth previul 
throughout. On French soil the artistic feeling for the pianoforte 
that was formerly so richly developed seems to have disappeared 
for a considerable time, for among the pianists that excelled tber'* 
after Eahe&u's death not one of prominent distinction is found. 
Not till the appointment of Louis Adam as teacher at the Paris 
Conservatory does French pianoforte-playing begin to lift itself 
np ^ain, and soon afterward Adam's pupil, Fbiedbich Ealk- 
BBENNEB (1778 — 1849), could claim the attention of the whole 
world by his playing and Ma compositions, although he by no 
means followed strict artistic maxims, but rather, in union with 
his younger contemporary, Henri Herz, became the author of the 
shallow drawing-room music that exclusively captivated the great 
public for several decennaries. Over gainst them there was how- 
ever no lack of artists in Paris also that extended the cultivation 
of pianoforte-playing in the spirit of the classical masters, at their 
head Henki Bebtini (1798 — 1876), basing himself on Clementi's 
school and honorably known by his "Studies", which in pedagogic 
value are hardly below those of Cbaueb; moreover, Zihmerhann 
and Stahatt, to whom the present French generation of pianists 
owes ite development, Alkan (senior) and Lacohbe to the former, 
to the latter Saint-Saens and others. 

Aa the spread of pianoforte-playing increased from year to 
year it was unavoidable that the other instruments should fall by 
d^ees into the background, and that the public interest in thera 
should more and more decrease. Even the violin had to yield up 
the brilliant position it had held during the second half of the 
18'^ century, especially in Italy, where the schools of CoRELLi 
(Borne), Vivaldi (Venice) and Tartini (Paduaj had fostered das- 
ncal violin-playing and by means of their pupils propagated it 
over all Europe. Kevertheless it blossomed anew even in thia 
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eentary in tbe French Tiolinist-school founded by ViOTTi, a de- 
scendant of Tabthji's school, the representatiTea of which former, 
Rode, Keeutzeb and Baillot may claim, as TirtuoBOS and com- 
posera, bat especially as authors of the celebrated "M^tiiode de 
Violon" [Paris, 1803 , a high rank among the patrons of this in- 
stroment. Afterwards Belgium became the theatre of the deyelop- 
ment of Tiolin-playiiig , where de B^RIOT and his pnpil TiEUX- 
TEMPS presided over a school that aimed at tbe cultivation of 
brilliant technics, yet without losing sight of the exemplars of 
classical times. While the Italian violin-school, formerly so in- 
fluential, had in the meantime lost all importance — for even 
the genial Paoanini was unable to exert a fnicii^ng influence 
on the slumbering productive power of his native country — in 
Germany a school was called into life by Louis Spohk, that with 
the same success as the French school of Viotti preserved and 
&rther developed the valuable acquisitions of the older Italians. 
Spohr's merits with regard to the violin, both as virtuoso and as 
composer and teacher, transcend those that he gained in regard 
of romantic opera. In the former capacity he aroused universal 
admiration side by side with PAGAKtNl, whom he met in Italy 
during the winter 1816 — 17. In his numerous violin compositions 
the noble and tender feeling predominates throughout that chur- 
pxterizes his dramatic worlis also, and with it the finest sense of 
the technical peculiarities of the instrument. As teacher he in- 
fluenced the whole of violin-playing Germany, in part personally, 
partly through his excellent "Violin School", pubKshed in 1831, 
finally also through his pupils, of whom his biographer Alexander 
Uajlibean names no fewer than one hundred and eighty seven. 
Among these Ferdinand David distinguished himself by his com- 
prehensive activity at the Leipsic Ckmservatory, to which he was 
ftttached as teacher &om its foundation in 1843 till his death in 
1873. 

Until towards the middle of our centnry we see mnaieal 
romanticism expanding itself more and more under tbe guidance 
of Memdelssohk and Schduann. Then came the eventful ''eat 
1818, in which the political and social aims that durii^ the first 
half of the century were only obscurely perceived, showed them- 
selves in perfect clearness to humanity hungering for progresi. 
Uendelssohn was not to survive die movement of that year; 
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SCHCHABiT was most likely eztemall; touched by it aa is sbown 
by his "Foot marches, 1849", in which he endeavored to represent 
on the pianoforte the impreBsions of the martial hfe ahout him 
— meanwhile hia art-tendency remained the same, in foct his in- 
clination to romantic dreaminess increased to the point of morbid- 
ness. And yet the epoch with its positive acquisitions urged to 
the setting up of new aims for art also; for, if Socrates gives 
the warning "Nowhere to change the laws of music and to in- 
trodace no new music-species unless simultaneously with the must 
important civic regulations",* yet we may maintain on the other 
hand that so radical a change of "civic regulations", so powerful 
B revolution as that of the year 1848 necessarily involved a change 
also of art-aspects and art-needs. To satisfy this desire, to sub- 
stitute something new for romanticism, which had outlived its 
time, required a more robust artist-nature than that of Memdels- 
BOHH and Schumann, or even of their epigones. In Richard 
Wagner, with whom our musico-bistorical survey comes to an 
end, we shall become acquainted with the man who with rare 
many-sided talent and iron will-power opened new careers to music, 
and, as is made more plainly manifest from year to year, has by 
his reformatory labors supplied the need of progress felt not onlj 
by his own nation but by the entire cultivated world. 



* Chad by Plato in hia "Republic. 
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RICHARD WAGNER. 



The diBcasfflon of an artiBt still living and creating among 
na* in the same line with the greatest masters of the past is, to 
be sure, on principle not allowable, because to his contemporariei 
is denied a general surrey of his work, and it must therefore be 
left to a later time to authentically determine its valae.'** li 



■ The Oennan original of these lectures wm published in 18T9. SiCHAKD 
WaONER died on the 13"* of February, 1883. Trttrulator. 

" Juat as we cannot correctly judge the height of a mountain when we 
are near to it, and it ia only at a certain distance that ws can notice its pro- 
portion to the neighboaring peaks, so too the judgment for or against an ex- 
traordinaiT phenomenon in the art-domain will he erroneous until it can be 
surveyed in its entire significance, which experience shows us to be imprac- 
ticable for contemporariel and granted to a succeeding generation only. This 
by no means new experience, as also the other, that categorical judgments 
favorable or unfavorable to a new tendency antagonistic to the older one con- 
stantly lead only to fruitless party disputes, should not however induce us to 
lemain passive and wait till the new ideas struggling for existence have eitbei 
conquered or been conquered. We ought rather to use all diligence to ap- 
propriate them, to overcome the feeling of strangeness that on auperficie] ac- 
quaintance separates and repels us from them: in this way we shall show fair 
play to the pioneer artist who offers us the best he has, the richest trea^ues 
of his mind, and at the same time form a counterpoise to the great number 
of those who, chiefly from indolence and dread of what seems strange, disdain 
these gifts and then are soon ready to condenm the giver. But after we have 
become intimate with the new ai},'tendency and have clearly recogniied the 
intentiou of its representative, we should not withdraw ourselves from his 
leadership at an arbitrarily determined point; we should rather regard it n. 
an artistic duty to follow the man of whose superior art-insight we have once 
had proof, even when he strikes out a path difiering ham hie previous one 
The so common saying: "I have all respect for So-and-so, but I do not go 
with him thiong'h thick and thin", is at bottom nothing but the ridiculous 
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nerertheleas in Richard Wagner's case we make bd exception 
to the principle according to which history has to do onlj with 
what ia already accomplished, we are justified herein for many 
reasons. First, because the movement originated by him has its 
starting-point in the facts of an artistically glorious past; neit, 
because the ends to which he aspired have through his literary 
labors been most accurately indicated and made discernible to 
every one; lastly, because more than a generation is already be- 
hind us since he excited universal attention by his artistic crea- 
tion, so that a survey of this latter is even now to a certain de- 
gree practicable. To occupy ourselves in detail with what Wagneh 
has done as poet, composer and philosopher ia of course imprac- 
ticable in this place, in view of the immense extent of it all, as 
also of the limited time at our disposal. Nothing more can be 
done here than to cast a glance at the formation-process of 
Waqneb's art, and, since the chief moments of his eventful life 
are in close relation to his artistic development, a short sketch 
of his career up to the well-known events of the last years will 
be the best means of attaining our end. For, as Goethe happily 
puts it to his friend Zelteb, after afCrming his partiality for the 
study of musical history, "who understands any phenomenon when 
be is not penetrated by the process of its origination?" 

RlCHABD Wagnee was bom in Leipsic on the 22^ of May, 
1813, only four years after Mendelssohn and three years after 
ScHUMANH, accordingly as contemporary of the men beyond whose 
musical sphere of thought he took, a generation later, so power- 
ful a leap that one should be inclined to imagine a distance of 
many generations. The cannon's thunder of the battle of the 
nations, which, announcing Germany's deliverance, was mingled 



assmnption of preBcribing to genius the domain of its creative labors, of dnw- 
ing the lines beyond which it may not go. "Wben we think we have dis- 
covered something wrong in &n approved author", says CoLEnmoB, "we should 
first aasmne that we are unable to understand him, until we have fully satis- 
fied ourselves of hit incapncity." The fate of Ejchabd Wagnek's works can 
leave no doubt that the observance of this rule would have npared the artiat 
many a disheartening experience, and hia over-hasty critics many a subsequent 
moTtificatioQ. Moreover Waoner is hy no means alone in his experiences; 
the lot of his Tannhauser", "Lohengrin", "Tristan and Isolda", and "Meister- 
singei" waij the same as that of Baueau's operas, for instance, each one of 
which fell through on its flret perfonnanee because — it was not anfficiently 
like its ptedecessor, i. e. surpassed it in significance. 
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with the Bnckling'B first indications of life, the national euthusi- 
Mtn amid which he received hia earliest impreseions , can hardl; 
hare failed to have an enduring inflaence on tiie development of 
the child's disposition. In his Ter; cradle that lore of country 
must have germinated in him that afterw&rds proved to be one 
of the essential traits of Waqner's character, and which neither 
his clear intelligence of foreign superiorit; in some points nor 
the obstinate mistrust he long met with in Germany was ever 
able to weaken. His artistic predispositions likewise even in tender 
childhood did not lack nourishment, thanks to the loving stimu- 
lation of his step-father, the play-actor LuDWio Gbyer, who left 
nothing undone to compensate the boy for the early loss of his 
own fother. His musical education was, to be sure, not a success, 
and the instruction in pianoforte-playing had, on account of the 
pupil's aversion to purely technical study, to be given up after a 
short time. On the other hand, as pupil of the Kreuzschule at 
Dresden, whither his family had removed after Geyer's death, he 
showed a lively interest in ancient languages and antique poetry. 
The Greek poets especially attracted him, afterwards Shakespeare 
also, through which latter he was inspired, before attaining ado- 
lescence, to his first poetical attempt. This was a grand tr^edy, 
of which the author himself tells us that it occupied him two full 
years, and in the matter of piling up bloody combats was on m 
par with any of the dramas of his great model. "Forty two men 
died in the course of the piece, and at the performance I found 
myself obliged to let moat of them reappear as ghosts, as other- 
wise I should have had no personages in the last acts."* 

To this period belong also the first lasting impressions on the 
yooth's musical nature, the occasion of which was a performance 
of "Der FreischQtz", which was enthusiastically received in Dres- 
den as previously in Berlin, in spite of the opposition of the 
champions of Italian opera, as also of the poets of literature, 
whose head, Ludwig Tieck, had called "Der FreischOtz" "the 
moat unmusical clatter that had ever blustered on the stage". 
Waghbb's admiration of Weber's art and person, which dated 
&om that time, was not diminished in the course of his develop- 
ment, not even when, in Leipsic, after he had returned thither is 



* R. Wagnes, Autobiogritphical sketches, [n bis collected wriUnga^ 
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eonseqneDce of bis step-father's death, lie had become familiar 
with BiCBTHOVEN's music. This acquaintance was by all means 
calculated to take up the exclusive attention of the fifteen year 
old youth for some time; the "Egmont" mnsic partieularly so af- 
fected him that he resolved to mate music his profession, being 
Btiiuulated to this chiefly by the desire of bringing his tragedies 
before the public with similar musical accompaniments. That he 
vas the man to compose such music one day, and that he also 
need not fear the difficulties of the study requisite for it, was for 
him virtually a matter of course; but this was not the opinion of 
his relatives, to whom it appeared a serious matter that the young 
enthusiast should exchange the already adopted profession of poet 
for another. A union of the poetical and musical callings, in 
view of the opinions dominant at their time [to some extent even 
now , and after the practice of a century had, in spite of all ef- 
forts to the contrary, as it were sanctioned the division of this 
work between two persons, necessarily appeared to them a fan- 
tastic and aimless imdertaking.* 

Wagner too had to acknowledge the necessily of his devot- 
ing himself primarily to music exclusively, in order to attain the 
end held out before him, and accordingly he began, after com- 
pleting the scientific course [first at the Leipsic "Nicolaischule", 
afterwards at the University), to give himself up to the study of 
counterpoint with all diligence. Aided in this by the precentor 
of the "Thomasschule", Weinlig, and in farther attempts at com- 
position by Heinrich Dobs, at that time music-director at the 
Leipsic theatre, he was able as early as 1833 to come before the 



' The yearning for the re-nDion uf the poet and the musician in one 
person appeirs since the downfall of antique culture to have never entirely 
died out, for we repeatedly find it eipiesaed by artistically inclined natures. 
Thus, Frederick the Okbat wiitea to the electoral princess Maria Antonia 
of BaxoQj, who had sent him two operas written and composed by her: 'Tou 
give an example to compoBerj, who, in order to succeed well, should all be 
poeU at Iht lame time." And I.esoedr, music-director at the church of Notre 
Dame, Paria, complains, thus, in an easay published 1787, of the restrictions 
put upon the catholic church-compoaer ■ "Oh I if it were only permitted to the 
nnaician to write the tcords! What could he not do!" Examples of similat 
vain wishes might be multiplied indefinitely; all the fewer for this reaioQ sp- 
pear the musicians who contrary t4) custom have regarded it u an artistic duty 
to write thrar text themselves. 
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public as compoBer, to wit, Tith a. Bymphony, wliich was peiformed 
at one of the "Gewandhaus" concerts, as also witli a concerts- 
overture, played during the same season. He approached still 
more nearly the practical side of his calling on a journey under- 
taken soon after to WOrzbuhg, where his brother Albert was 
engaged as eii^er and play-actor and he himself temporarily took 
part in the theatrical performances as chorus-leader. Here he also 
composed his first dramatic work, a three-act romantic opera "The 
Fairies", the text of which he liimself had written after Gozzi'a 
"La donna serpente." He was very anxious to have this maiden 
work performed, after he had returned to his native city; yet new 
obstacles were constantly arising to cause delay, and as a turn 
in the direction of Wagnek's taste had occurred at this very 
time, after he had through the agency of tbe celebrated singer 
Madame Scheoder-Devrient recognized the charm and the merit 
of Italian and French opera, he lost all interest in his own opera 
and threw away the advantage of a public performance. Literary 
activity now indemnified him for the success denied him for the 
time being as creative artist. An essay written under the in- 
fluence of Auber's opera "Masaniello" exhibits him to us as the 
inexorable adversary of one-sidedness and routine, in which char- 
acter he afterwards provoked a no less bitter opposition. "We 
certainly have", he maintains, "a department of music that is pe- 
culiarly our own, and that is instrumental music; but a German 
opera we have not, for the same reason that we have likewise 
no national drama. We are much too intellectual and much too 
learned to create warm human forms. . I have of course no 
desire that French and Italian music should crowd out our own, 
but we ought to recognize the true in both and beware of all 
selfish hypocrisy. — We ought to breathe anew out of the rub- 
bish that threatens to stifle us, to get rid of a good lot of affected 
counterpoint and at last become human." 

The position of theatrical music-director at Magdeburg, upon 
which W&QNEB entered in the autumn of the following year (IS34), 
afforded him ample opportunity to satisfy his many-sided art-needs 
as above expressed. The motley change in the opera-repertory 
of a German city-theatre, the daily rehearsal and direction of 
German, Italian and French operas, together with the experiences 
thus gained, helped him to bear cheerfully the burdens of his 
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new calling and kept up his courage, though he often had to 
acknowledge that hie efforts to elevate the theatre woald be un- 
successful, owing to its petty surroundings. Meanwhile a second 
opera also had been finished: T>aa Liebesrerbut", founded on 
Shakespeare's "Measure for measure", the music of which shows 
an incomparably greater freedom than that of "The Fairies", which 
was strongly influenced by Webee. This work was put on the 
et^e in the winter of 1 836, but the circumstances of its perform- 
ance were so little favorable that, with the exception of some 
tolerably well executed scenes, it produced no effect, while the 
author realized on this occasion more deeply than ever the dark 
side of his calling and recognized the impossibilifef of achieving 
anythii^ artistically advantageous with the means at the disposal 
of a city-theatre of smaller rank. He determined therefore to 
adapt his next great work from the very outset to a stage of the 
first rank, without troubling himself where or when he should 
find the latter. With this view he made' the sketch of a grand 
tragic opera in five acts: "Rtetizt, the last of the Tribunes^, and 
so planned it as to render it impossible to produce this opera — 
at least, for the first time — at a theatre of limited resources. 
For the present Waqner continued of course to be assigned to 
stages of subordinate rank, having to act as theatrical music^ 
director in 1836 in Kiimgsberg and in the following year in Riga. 
That he did not find artistic satisfaction in either of these cities 
was no more than what he should have expected after his pre- 
vious experiences, and as he had moreover to struggle with ma- 
terial cares he formed the resolution — in his circumstances a 
romantic one — of removing to Paris, to arrange there, if pos- 
sible, for the production of the meantime finished "Rienzi" at 
the Grand Opera. 

Id the summer of 1839 this plan had been matured; the 
journey was entered upon in a sailing-vessel bound for London — 
"The voyage" — writes Waqnek — "lasted three weeks and a half, 
and was full of disasters. Three times we suffered &om a most 
violent tempest and the captain was once obliged to run into a 
Norwegian harbor. The passage through the Korwegian head- 
lands made a wonderful impression on my imagination ; the legend 
of the "Flying Dutchman", as I heard it confirmed by the sailors, 
took on in me a determinate and peculiar color, that only the 
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«ea-adventares I liad bad could impart to it." After s short stay 
in Loodon Waqneb betook hioiBelf to Paria, where he arrived in 
the aotanm of the same year, rich in hopes but with greatly 
reduced finances. Being entirely without letters of introduction hs 
had no one but Metebbebr to go to, having made his acquaint- 
ance on his journey, in Boulogne, where the latter had most cordi- 
ally promised his assistance. But neither his own energy nor 
the efforts of his influential colleague could guard the sanguine 
artist against those disappointments that were necessarily involved 
in the enormous competition of skilled labor in the French cap- 
ital. During the very first winter he was forced to the convic- 
tion that in the state of thiogs in Paris, regulated by the laws 
of &sIiion and of speculation, his ideal tendency would with dif- 
ficulty ever find appreciation. The extreme poverty that some- 
times forced him to lay aside all independent art-labor, that he 
might gain a subsistence by literary work for the "Gazette Musi- 
caJe" and by opera-arrangements, even for the comet, increased 
his bitterness against his surroundings. This feeling of his found 
its utterance in the Overture — composed during this winter — 
to Goethe's "Fausf, the motto of which indicates the mood that 
was fermenting in the artisfs interior and was transferred to tht 
composition: 

The god who thran'd within my breast reaidu. 

Deep in my inmoat soul can stir the Bpringsi 

With soveieigQ sway my eoei^ea he guides. 

But hath no power to move external thingij 

And thus my very being I deplore, 

Death udently deaiie, and life abhoi." 

We pass over the unhappy period from the beginning of 1840, 
the date o! the Faust-overture,* till the spring of 1842, when 
WagNEK, without having gained a single success, but for that all 
the richer in experience, turned his back upon the French capitaL 



*) This work is worthy of note for two reasons- Srst, aa hetng the fint 
of Waoiteb's works to giTe to the great public evidence of vilAlity; second, 
becanse here, in the uudst of so much that ia gloomy, we lecogniie the ener- 
getic nature of the artist, which does not allow itself to be overwhelmed, after 
the manner of the earlier romanticiats, by the miseries of life and the world- 
woe, but courageouslj enters into the fight with the powera of darkness and 
at the end comes off victorious. 
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The news that his operas "Bienzi" and the long finisliei "ITie 
Flying Dutchmai^ had been accepted for performance, the former 
in Dresden the latter in Berlin, had thrown a cheerful light upon 
his ever darkeuing prospects, and at the same time powerfully 
kindled in him the yearning for his native country. He arrived 
in Dresden just in time to superintend the rehearsals of the 
Itienzi" and to be witness of the enthusiastic applause with which 
the public, in spite of high-wrought expectations, received the 
work on its first performance (Oct. 20, 1842). As the composer 
was appointed music- director at the opera-house the very next 
year and thus made sure of a subsistence, one should naturally 
think that the time of trial was over for him. Had he only been 
content to remain standing at the stage of development now 
reached, to follow as poet-composer in future, as be bad already 
followed in his "Bienzi", the prototypes of French grand opera, 
and to tread conscientiously the path indicated by Ids predeces- 
sors — his artist-career would presumably have elapsed in un~ 
disturbed peace. But nothing of all this occurred. At the verj 
appearance of The Flying Dutchman" (Berlin, January 1844) the 
friends of his art-tendency, who had expected a kind of music 
like that of "Rienzi", felt for the greater part dissatisfied; but 
still greater and more general was the disappointment when in 
184p the "Tannhauser" had its first performance. The efl^ect of 
this opera even on the Dresden public was, despite Wagner's 
personal relations to it, one of such surprise that the artist once 
more had to bear the whole weight of the feeling of isolation. 
Moreover, as director he had in the very first days of hia official 
duties in many ways offended his superiors as well as his sub- 
ordinates by hia want of consideration in combating the abuses 
inseparable from operatic affairs. Under these circumstances he 
was convinced that even under the most highly favorable condi- 
tions, such as the Dresden court-theatre was well able to ofi'er 
a realization, though but approximate, of his artistic ideals was 
entirely out of the question. 

If we put ourselves in the place of the artist, whose ill humor 
had passed over into perfect discouragement after he been obliged 
to give up even the hope of bringing out his 'Xohengrin",* which 



s not till 1850 that the Tohengrin" was performed, through tht 
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meantime (1847) had been finished, -we can scarcely vonder that 
the storm-and-streas year 1S4S found him in the ranks of the 
discontented. As regards his active participation in the reform^ 
movement of that year he kept himself, it is true, strictly within 
the limits of his calling, and restricted himself to laying before 
the Saxon minister of public worship and education a "Plan fo? 
the oi^anisation of a German national theatre", whose chief aim 
was the change of the Dresden court-theatre into a national the- 
atre, and its support by the state and assignment to the ministry 
of instruction, in accordance with its destiuatioD as institute for 
popular culture.* Nevertheless, with his warm and always un- 
reservedly expressed interest in social and political questions 
generally it was inevitable that he too should become involved 
in the disturbances of May, 1849, and figure, after the reaction 
had set in, with his name on the list of the suspected. Fortu- 
nately he realized the danger of his position early enough to enable 
him to take flight. A writ of arrest sent' after him and renewed 
as late as 1853, commanding the German authorities "to seize 
Wagner, Richard, one of the most prominent adherents of the 
Destructives,** in the event of meeting him, and to hand him 
over to the royal city court at Dresden", must have removed from 
his mind every doubt as to the dangers &om which his flight had 
delivered him. 

By way of Paris, where he found the soil for his endeavors 
not more favorable this time than at his first sojourn, Waqnee 
arrived at Zurich, and being thus s second time snatched away 
from the native soil so indispensable for his practical art-labors, 
he now felt the urgent desire to attain by the way of theory s 
thorough clearing up of his ideas, to give himself and them that 



i^Dcy and nnder the direction of Fhahz LiszT, at Weimu, where the latter 
had a year before taken the position of court-music-director. Waoner him- 
self had to wait eleven years longer before it was granted to him (during hi> 
residence in Vienna in 1861) to hear his work for the first time. 

* This Tery important work, which however at that time utt«Tl7 fiuled 
(rf socceas, is found in Wagkek's collected writings. Vol II. 

** "A name ^ven by theb political opponents to men who call themselves 
radical refonnetB", is the definition of the ori^oal German word "Umstnrx- 
partei" (literally, "par^ of eubverBion'O given in FLfiOEL'fi Oennan and English 
Dictionarv. Tratttlator. 
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irere Btriviiig Titk him a detailed account of the reasons and nnu 
of Ms refonuatory activity. Here, far from musical occupation 
and without any opportunity whatsoever to manifest himself aa 
executive artist, he began a literary activity that as complement 
of his musico-poetic activity is hardly of less importance than 
this latter. In his first publication "Art and Revolution", which 
appeared in 1849, Waqkeb expresses his dissatisfaction vrith the 
modem practice of art, whose moral aim he pronounces the ac- 
quisition of money, its esthetic pretence the amusement of the 
biases. He hopes for an improvement of this state of things solely 
through a return to the ancient art-conditions, the essence of 
which he declares to be man's joy in himself and in nature, in 
opposition to Christianity, which preaches discomfort and the re- 
fraining from all spontaneity, in order to break forth from the 
condition of intellectual oppression* Especially the Theatre, in 
which all arts combine to form the highest art- work, the drama, 
is to be released from a servitude to which at the present day 
all men are subjected, viz: industry.** "If industry is no longer 
our master, but our servant, we shall make the aim of life the 
delight of existence and strive to render our children, by means 
of education, capable of and fitted for the most effective enjoy- 
ment of this delight. Education, starting from the exercise of 
strength, from the fostering of personal beauty, vrill, out of un- 
disturbed lore for the child, and out of joy in the inorease of its 
beauly, become a purely artistic one, and every man will in one 
respect or another be in truth an artist." 

In a second, larger work — "The art-work of the future" 
(1850) — we find these principles &rther carried out in an arb> 
reformatory sense. Waqneb here indicates the people as the 
conditionating power for the art-work, and man — in conformity 
with the teaching of LUDWiG Feuerbach, to whom the book is 
inscribed — as his own god and superior to natnre. For this 
mao that art alone is suitable that, as the only trae one, arise! 



* Fkanz Bhekoel, one of the earliest champions of Waqnzb'b theories, 
in bis "Music of the preBent" justly calls attentioQ to the &ct that WaQneB, 
fa) announcing a great "revolutioa of hiimanitjr", overlooked the social side of 
the christian doctrinM, throngh which this levolutioii was alraady called 
into life. 

**) Less eaphemlgtieallf, "irorUng for one's living, ZVimfMar, 
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from the combination of all oar art-genera. The indiTidnal arta, 
that hitherto quarreled and separately strove for precedence, ought 
to draw near to each other in reciprocal love and modesly and 
tfdie each its proper rank, in order at length to unite, in the 
drama, for the joint art-work, the art-work of the future. — Still 
more sharply does Waonbb define his aim in a third work, — 
"Opera and Drama" (1S51). Here he eets out firom the maxim 
that modem opera, as art-species, is an error, since in it a meant 
of expression — music — is made the end, and on the other hand 
the true end — the drama — becomes a means. Only by unity 
of poetry and music can the music-drama attain immediate effect. 
But to obtain this unity each of these two arts must sacrifice the 
conventional peculiarities developed in them in the course of time, 
speech must again lay bold of the musical elements see page 9) 
that were lost in the progress of its development and concern 
itself exclusively with material that, like tbe Greek myth and the 
German national legend, addresses itself to sensuous perception. 
The music — more correctly, the melody, as its essence — must 
not exist for its own sake but spriog naturally from the expres- 
sively delivered language, and be in uninterrupted connection with 
it as also with tbe action represented on the stage. 

In his philosophical investigations Wagneb followed at first 
the doctrines of L. Feuerbach, afterwards those of Ahthur Scho- 
PENBAUEB, whose theory of life is already partially expressed in 
his poems written before his acquaintance with ScpOPENHAUEB's 
philosophy, but afterwards was fully accepted by him and genially 
applied for determining the nature of his art. Schopenhauer, 
in his principal work "The World as Will and Idea", which, ap- 
pearing in 1819, was for decennaries long almost unnoticed, de- 
notes the world surrounding us as & phenomenon [Voratellung, i. e,, 
representation or idea} formed by ourselves, to which he con&onta 
the WUl as the real. His conception of the latter is however to 
be taken in a sense far transcending the commonly accepted one, 
as he understands by it not only the conscious desire, but also 
the unconscious impulse, even down to the forces manifesting 
themselves in organic nature. The wiU, in Schofenhadeb's view, 
is the essence of the world and the kernel of every phenomenon, 
the permanent in the constant alternation of rise and decay of 
external things, hence synonymous with the 'Ideas" of the PU- 
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tonic philosophy, snd with the "thing in itself of that of Kakt. 
But whereas the "ideas" in Plato's sense can be imagined oal; 
notionally, and Kant holds the "thing in itself to be nnknow- 
able, it is possible for us. according to Schopehrauer, to com- 
prehend the substance of things, in aa much as perception breaks 
loose from its original subjection to our will and no longer re- 
gards things in their relations to it. By this means the perceiv- 
ing subject ceases to be a merely individual one, and rests in 
fiied contemplation of the object presented (out of its conneddnn 
with any others) and becomes identified with it.* 

Now this Knd of perception is the origin of art, which re- 
peal the eternal ideas comprehended through pure contemplation, 
the essential and permanent of all &e phenomena of the world. 
In the art-work we recognize the archetype, of which the indirid- 
tuds making their appearance are only likenesses. Art alone is 
capable of temporarily freeing us from the torment of life, which 
latter is according to Schopenhader a constant suffering.** Life 



• "IP*, — BayB ScHOPENHACBH in hia woik above named — "lifted up 
bj the power of the spirit vre let go tKe usual way of looking at things, and 
cease to follow up radically, by the clue of the formations of the sentence, 
only dieir interrelations, whose final aim is always the relation to the individ- 
ual will, thus considering no longer the Where, the "When, the Why and the 
Wherefore, but only the What; and do not allow abstract thought, the con- 
ceptions of reason, the consciousness to be captivated, but instead of all thb 
yield the whole power of our intellect to contemplation, sink ourselves entirely 
ID it and bHow our whole consciousness to be filled with the quiet coo- 
templatioD of the natural object happening to be present, be it a landscape, 
ft tree, a rock, a building or anything whatsoever; utterly losing ourselves in 
this object, 1. a , precisely forgetting onr individuum [oni will] and continuing 
to exist only as mere subject, as clear mirror of the object, so that it is u 
if the object alone existed, without any one to perceive it, and thus we con 
no longer separate the contemplator from the contemplstion, but both have 
become One, the whole consciousness being entirely filled and possessed by 
one single perceptible image; when, I say, in tbia way the object has stepped 
out of all relation to anything outside of il^ the subject out of all relation to 
the will, then that which is thus perceived is no longer the individual thing, 
•8 such: it is, rather, the Idea, the eternal Form." 

■• In his Ethics Schopbnhaiiee indicates as mon's highest duty the snp- 
presaion — not of life itself, but — of the desire to live, by means of ascet- 
icism. Here his doctrine agrees on the one hand with that of the Buddhists 
eonceming the removal of suffering by quitting the checkered world of life 
(Sansara) and entering into UQCOUBciousness (Nirvana), and on the other hand 
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is nerer be&atifal (ssya he in another place), bnt the images of 
life alone are, to wit, in the transfiguring mirror of arii or of 
poesy. The essential denotement of the nature of the artist ia 
his ability to see constantly the general in the particnlar, to re&- 
ognize in individuals the ideas expressing themselves in them. 
"What we call the quickening of genius, the hour of inspiration, 
the moment of enthusiasm, is nothing else than the liberation of 
the intellect, when the latter, temporarily freed from its subjec- 
tion to the will, no longer sinks into inactivity or exhaustion, but, 
for a short time, entirely alone, of its own accord is active. It 
is then of the greatest purity and becomes a clear mirror of the 
world; for, entirely separated from its origin, the will, it is now 
the very world as idea concentrated in one consciousness" [ibid.). 
Waqser, in his monograph "Beethoven"* [written in 1870 
for the celebration of the centenary of the master's birthday) 
starts out from the above doctrine for attaining muaico-philoaoph- 
ical results of the greatest importance. Schopenhauer had already 
ascribed to music a nature entirely different from plastic and poetio 
art, and recognized in it not merely a copt/ of the idea of the 
world but this eery idea itself. As for the phenomena of the 
visible world outside of us, their character in the abstract most 
clearly speaks to us out of the works of plastic art, "the proper 
element of which, consequently, is the employment of the illosiv* 
semblance of the world, spread oat before as by the agency of 
light, for the manifestation, by virtue of a highly thoughtful play- 



vitb tlie ascetic elements in ChrUtianity. The same theory of life forms altto 
the basts of WaONER's grand and touching poem "Tristan and Isolds", in which 
we find repeatedly expressed Dot only Schofenhaueb'b view of the world h 
a phenomenon of our own creation; hut also the yearning to fly from the dft* 
ceptive light of day to the twilight of tmcouaciousnesa, — as, for instance, is 
the words :+ 

"Blissful beams our eyes are binding, 
"Abashed is earth with radiance blinding; 
"Lit by the daylight's dazzling Ue, 
"Undaunted by falsehoods which we defy. 
Thou'rt my world, thine am I." 
• This work has been translated into English with _the author'e express 
pennissian and approbatioa, by Mr. Albebx R. FABsoHa New York, 0. Scma- 
HEB, 1883. 

t) Tk* tnnilstlon (Inn I* CoHtft. (TrmuMtr.) 
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iDg with tliat semblance, of the Idea which it veils. • » » » But 
Uie semblance of things, to the contemplation of which we devote 
onraelves during moments of aesthetical perception free from Will, 
always remains the effective element here. • » • w Our conscious- 
ness which, even in gazing at a semblance, alone enables us to 
grasp the Idea which is manifested by it, ma; at last feel im- 
pelled to exclaim, with Faust: 

"A wondrous show! but ah! a show alone) 
"Where shall I grasp thee, infiaite oatiue, whera^ 

The most certain of answers to this cry is given by music 
The onter world speaks to us with such incomparable intelligibil- 
ity here, because, by virtue of the effect of sounds, it conunu- 
nicates to us through hearing precisely what we call out to it 
from the depths of our soul. The Object of the tone that is heard 
coincides immediately with the Subject of the emitted tone; we 
understand without any intermediation tlirough conceptions what 
is said to us by the cry for help, or of mourning or joy, which 
we hear, and answer it at once in the corresponding sense » • • 
No illusion, as in the semblance of light, to the effect that the 
fundamental nature of the world external to us is not completely 
identical with our own essential nature, is possible here, by which 
the gulf that to the s^ht seems to eiist at once vanishes "• 

The antE^onism that the appearance of the first named writ- 
ings of Wagner called forth was especially violent, for the reason 
that their author had attacked together with the existing opera 
its representatives also, some of whom were still living, and bad 
acted, it was charged (as too often happens in like cases], from 
personal motives in uttering his opinions. But even among those 
who did not doubt of the purity of his artistic intention Wagner 
was unable, ovring to the roughness with which his theory con- 
fronted the temporarily ruling one, to find for the time being 
more than slight appreciation. This state of things was not im- 
proved when the artist courageously followed up his theories l^ 
deeds, and in his music-drama Tristan and Isolda" (finished in 
1859) consummated with most perfect consistency the break with 
,the previous opera-form. Nay, the verbal and tonal language (rf 



• "Beeihoven",- a. R. Pabsons' translation, )q>. 26, 87, 28. 
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the "Tristan", m utteri; divergent from the operas of his ptede- 
eessors and even from hia own "TannhaaBei" and "Lohengrin" 
which had meanwhile become known and liked, estranged from 
him even a part of those art-friends who had till then been his 
supporters. Moreover it was reckoned certain that the di^culties 
of performance were insuperable, after the efforta made at Carls- 
rohe and Vienna to produce the work had been of no avail. 
Under these circumstances Wagner resolved in the year 1859 to 
i^peal a third time to the susceptibility of the Parisian public; 
but this time also he was to be deceived in his faith in the French 
art-insight that had so unequivocally been displayed at the ap- 
pearance of Gluce. For the public, although to a certain extent 
familiarized with the new music-tendency through a series of bril- 
liant and artistically success^ concerts in the Theatre Italien (at 
the beginning of 1860), felt, at the subsequent performances of 
the "Tannhauser" (in March, 1861), so annoyed in its artistic rou- 
tine and expressed its displeasure so recklessly — even a critic bo 
experienced and a musician so devoted to progress as Bebuoz 
joined on this occasion in the almost universal sentence of con- 
demnation! — that the author had no resource but to withdraw 
his score afler the third performance. 

Again poorer by one expectation Waonbb left Paris, and, 
the interdict resting upon him from 1849 having meanwhile been 
raised, turned to Germany, where the number of the friends of 
his art had increased from year to year and sympathy for him 
bad in consequence of his Parisian experience been greaUy inten- 
sified. It was of course not yet his fortune to find a permanent 
abode for his work. Then occurred the event so momentous for 
his artiat-career, the accession to the throne of Ludwiq II. of 
Bavaria. This prince, filled with love for Wagner's art from 
boyhood, hesitated not a moment to call the master to him at 
Munich (1864), and to place absolutely at his disposition the rich 
musical resources that the royal residence afforded. Wagneb 
obeyed the call, and the proximate consequences of his emigra- 
tion were the establishment of a music-school according to hii 
plan, as also the performance of "Tristan and Isolda" (1865) with 
the co-operation of the Schnobbs, husband and wife, in the title- 
roles, and under the direction of Hahs von BDlow, when it was 
proved that this work, formerly accounted impracticable, requires 
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only the entire devotion of the artists eogi^ei in it to attain itt 
effect without fail. 

We have thus arrived at the third period of the master's life 
— that is, if the second must be dated from the appearance of 
bis "Rienzi" — and have accordingly reached the limits imposed 
at the outset upon this short recital The subsequent priacipal 
events of his career have been as it were personally lived through 
with him by the art-friends even of the latest generation, and 
■caroely need to be specially brought into prominence. How 
Wagner saw his restless activity so hindered even in Munich that 
he was obliged to leave the cifj even at the end of 1865; how 
he then finished* his "Meistersinger von NOmberg" in the rural 
solitude of his villa Tribschen near Lucerne, and with the first 
performance of this work in Munich in I86S, despite all the 
counter-currents working there met with a triumph tliat put all 
his previous successes in the shade; finally, how he conceived at 
the beginning of our decenmnm the idea of the Bayreuth Fes- 
tival-plays, and spite of the boldness of this plan found so warm 
an interest in it that as early as 1872 (on the 22'' of May, the 
artdsfs fifty-ninth birth-day) the corner-stone of the theatre to be 
built for this purpose could be laid — all this lives still fresh in 
the memory of contemporaries. So too the most significant event 
in Waoneb's life, the brii^png about (in 1876) of the Festival- 
plaift at Bayreuih, up to the last day considered by doubters 
an impossibility, and their inangnration by the representation of 
the Nibelungen-trihgy, composed to that end. 

If there is any indemnity at all for the anfferings and dis- 
Rppointmenta that are never lacking to the artist who is in ad- 
vance of hia time, it most on these memorable days have been 
granted to Richabd Waqnes in unusually rich measure. For 
here he was able to attun to the certainty that the German na< 
tion, though represented at Bayreuth of coarse by a small frac- 
tion only, attached itself to him in full confidence and had learned 
to appreciate his exertions in behalf of German art And many 
■ one of the festival guests, in so &r as he did not allow his 



■ According to tlie date of origin tiie "Msisteidngei" eomei b«tWMO 
^annhfiuser" »nd "Lohengriu", for die poem was sketched bf WaqkeB u 
mAj u 1845, irtiile he was at Martenbad. 
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feeling of susceptibility to be disturbed by the eztemal defects 
that were unavoidable by reason of the novelty of tbe undertak- 
ing, but dispassionately gave himself np to the solemn frame of 
mind induced by the seclusion of the place and the concurrence 
of thousands of like mind — many a one of them must have felt 
during those days the full significance of Hebdeb'b prophetic words 
ottered (with reference to Gluck] almost a century before: '^he 
pr<^esB of the century will lead us to a man, who, despising the 
frippery of wordless tones, perceived the neoesaity of an intimato 
connection of human feeling and of the myth itself with his tones. 
From that imperial height on which the ordinary musician boasts 
that poetry serves his art, he stepped down and made his tones 
only serve the words of feeling, the action itself. He has em- 
ulators: and perhaps some one will soon oulstrip him in zeal, over~ 
ihroving the tohole shop of slashed and mangled operorjingle and 
erecting an Odeon, a consistently lyric ed^e, in icAticA Poetry, 
limit, AcUom and Decoration unite in one," '■ 
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APPENDIX. 



TABLE 
ftr memonzing certain dates of musico-Kistorlcal Importaic* 



Althoogli it is not to be expected of tUe reader that lie should 
neiDorize the dates occurring in this short recital [to say nothing 
of thope found in more detailed works on music-history}, yei the 
retention of some few dates, round about which the remaining 
facta may group tbemselTes, ma; be considered an indispensable 
condition of succeaaful study. For &cilitatiiig this I hare in the 
following Table placed opposite to the musico-historical datet 
certain well-known epochs of general history, the latter having 
been chosen solely on mnemotechnic grounds, although, in con- 
formity with the character of the book, reciproc^ relationships 
between the development of music and that of general history 
were kept in sight aa far as ] 



Antiquity and the Middle Age. 

T58. Bome fbondsd by Romulus tuid TtS. Be^nnmg of the Olympic gamM 

B«mus. uid of the OlympUd-era. 

600. Solon, lair-^TSr of Athens, an 600. Theapis brings about the tran«- 

opponent of dramatic representa- ition from the Bacchus-fesUvalt 

tions. (Dionysia) to Tragedy. 

490. Victory of the Greeks ovei the <73. Attic Tragedy reaches its eli- 

PersianB at Marathoiu max in Aesohylns. PerformaDca 
of "The Persiana". 
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I Death of PcrlolaB. 



4H. End of the PeloponnaBlan 
War; the leadership in Oreec« 
passes over tiom Athena to 
Sparta. 

t88. Battle of CbEeronea. Down- 
fall of Grecian liberty. 

S86. Alexander the Qreat accedca 
to the tbronfl. 



Separation, with Ihirlpldea, of 
the calling of the poet from that 
of the musician. 
40S. Palmy days of Attlo Comedy. 
Performance of "The Frogs", by 
Aristophanea. 

DeTelopment of the Sophlatlo 
Philosophy. 
Development of Oratory. 
Semoatheiiea died 322. 
. Aristotle died 322. His pupil. 
the muaio-theoriat Arlatox*- 
no*. 



W. Death of the ampetor ITero. 



$$». CoaatanUne tba Great pro- 
claims Chrutianitf the state rft- 



tTI. Beginning of the Uiffration of 
NationB. 



5M. Death of Thoodorle theOreat, 
King of the Ostrogoths in Italy. 



IS8. Establishment of Islsmism by 
Hahomet. 



114. Death of Charlamacne. 



1077. Emperor Henry IV. does pen- 
ance at OanoBBa before Pope 
Gregory VXL 

1270. End of the Croaadea. 

laoi— lt77. Residence of th« Fopaa 
in Avignon. 

tin. Conquest oKonetantlnopla by 
the Torka. 



07. Nero's art-jonmaya lo Italy 
and Greece. 

til. Pope Sylvester founds in Kome 
the first singiog-HchooI. 

107. Ths OonnoU of Iiaodioea for- 
bids congregatlonnl ain^ng. 

SM. ArchbishopAmbrose introduces 
into the church of Milan the 
chant named after him. 

IM. Death of Boethina, last phlla- 
■opher and music'theoriat of 
antiquity at the court of Theo- 

004. Death of Pope Gregory the 
Great, founder of ths Grego- 
rian Chant. 

140 — 930. Haobald. First attempts 
at polyphonic music [Orgauonl 
or Dlaphony). 
1024. Pope John IX. Guldo of Area- 
■o'b method of Tocal instruction 
and impioTemcnt of a 



1200. Pranoo of Cologne, oldeet 
writer on mensural music 

IWO. TheNetherUnderWUliamlhi- 
foy, member of the p^ial chob 

1478. The Netherlander Tinotoris 
publishes the first music-lexi- 
cons "Terminomm muslcw dif- 
finitorium". 
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Ult. Uartln Iiotber posts 9& theses 
sgaiast Indulgeoces on the door 
of the Cathedral at Wittemherg. 

ues. Close of the ConnoU of Treat. 



1800. Muriage of Hsnr; IT. of 
France and Maris de" Medioi st 
Floreooo. 



14M. Adrian Wlllaert, fouDder of 
the Venetian .school, bora at 
Bruges. 

1921. Death of Josqnin das Fria. 
Netheilandic counterpoiot at the 
elimss of its development 

1S6S. Performance of ^Jeatrma's 
three 6-vo)ced masses dedicated 
to Philip U., among them the 
"Missa FapsB KarceUl". 

1S70. Orlando Iiasso, music-director 
at Munich, finishes his Peni- 
tential Fsalms. 

ISOO. First performance of the mnsic- 
drama Euridioe by Binuccini, 
music by Peri, and of the sacred 
muBic-drama "I>a rappresen- 
taxloBO di anima • dl oorpo**! 
' by CsTaliere. 



1B27. First appearanco of opemiB 
Oermany. (Ferformance of Bi- 
nuccini's 'T>afn6" with mnsis 
by Schoti in Vorgau.) 

lUT. Establishment of the first publis 
opera-house, the Teatro Oa*- 
alano at Venice. 

107S, Iiulli acquires the supreme di- 
rection of operatic afiurs in 
France. 

18BS. Baoh aod Handal born. 

170S. Handel begins his labors tor 
the opera at Hambntg. 

17ZS. Death of Ale seandro SoarlattL 
The Ifeapolitan school found- 
ed by him obtains supremacy 
throughout Eiurope. 

1129. First performance of Bach's 
^^^^^^ Uatthew-Faaslon at Leipsio. 

• I have taken the liber^ of substituting here for the "Battle of Fehr- 
beDin", irith its date, 1675, an ersnt of more interest to the Snglish-spealiing 
reader. [Tratulalor.) 

" Historical ereot substituted (see aboTfl XoU) iot tliat given in th* 
originsL iTrim'-'- 



UIB— leu. TbeTUrtrTaara'War. 



isn.* Passage of the Teat-act, In 
England, under Charles XL 

lasi. Bepeal of the Edict of Nan- 
tes. 
1704." BatUfl of Blenheim. 

1T95. Death of Peter the Oreat. 
Russia received among the En- 
topean Foffeis. 
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ITM. Aooessloii of Frederick tlis 
Great to the Fnifiaian throna. 

me. B^inniiig of tbe Etaven Year*a 

War. 
1T7S.* Battles of Iiexiiistan ftud of 

Bunker HiU. 
1798.* Partitioii of Poland by Ru»- 

Bia, Pnisaia and AustrU. 

ISOB. Battle of AnsterlitB. IITapo- 

leon I. in ViennK. 
UOS. Battle of Wagrun. 

181S. Battle of tb» Nations neu 
Lelpsio. 

lasi. Death of Iffapoleon I. at St 
Helena. 



1740. Handel cloBea Us opentie ca- 
reer and derotes hinwelf to 
Oratorio. 

17M. ICoaart born. 

1774. First performanca of Glnok*! 
"Ipbigenla Id AqUb", at Paris. 

1708. Establishment of the Paris 
"Ooaaarratotre de muslqne 
at de diclamatlorL.'' 

1S08. Fiist performance of Beetho- 
ven's "Fldello" at Vienna. 

laoo. Death of Joseph fiarda at 

ISIS. Richard Wagnw bora. First 
performance of Bosstni't "Tan- 
eredi", at Venice. 

1S81. First performance of Weber's 
"Ser Frelsohfita", at Berlin. 



■ubstitirtad (sse JVefa, p. 117] lot that girea in tli« 
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AeemtuB aeeleriasdoai, 105. IM. 111. 

Adam de la Hale, 11. 

Adun, Louia, 154. 

JEolian Smle. 19. 

MtOijiaa, S. 

ADuLD, IM. 

AU Foals' Day (Foab' Fntiral), 105. 

Anutti, 132. 

Ambroce, Archbishop, 30. 

Ambroiiaii Chaat, !2. 

Ancient di BUS B of final minur Triad, 05. 

AncientOresk music, tone-genera of, 19, 

Ancient Modes, the, reduced to two, S3. 

Animuccia, 107. 

Anti-bouConites, 83,' • 

AntipboDary, 34. 

Antiquity, the muno of, I. 

Arabians, the, inSuenee of on euhun, 

26. 
Aristoienus, "the Musician", 12. 
Ars oi^nandi, 28. 
Artistic (Italian: singing, 71. 
An-aonp, 142. 
Ass's Festival, t05. 
Auber, 91. 
Authentio Mode, 21. 
Asione sacra 11)7. 

Baeh, C. P. Emanuel, 127. 131. 

Bach, }. Sebastian, S3. S4. 1 13. 124, 135. 

Bajff, 15. 

Baillot, 155. 

Bardi, Giovanni, 61. 

BasBo eontinuo, 1Q8. 

Bassoon, 132. 

Bassus generalis, 108. 

Bass-viola, 131. 

Bayteuth, festival-plaj 111. 

Be«k-fiut« (flute & bee), 131 



BesuBhamp, 78. 

Beethoven, Louis van, 101. 111. IM 

Bellini, 73. 

Bender, Ludirig. 154. 

BbtUoi, Hector, 151. 171. 

Bernhard, Christoph, 94. 

Bernhard, the German, 114. 

Beitini, Henri, 154. 

Boccaccio, 52. 

Boetbius, Itt, 17. 

Boieldieu, 91. 

Bombard, 132. 

Bouffonites and anti-bouffonltM, SL 

Bow-inBtruments, 131. 

Billow, Hans von, lit. 

Buxtehude, 124. 

Byid, William, 111. 

Caeuni, CKulio, 61,- 

Caldara, TO. 109. 

Cambert, Hobert, 77. III. 

Camerata, of Florence, 61, 

Campra, SI. 

Canon, 48. 

Cantabile pianofort* pls.7ilig, 153. 

Cansone, 134. 

Carisaimi, Giacomo, 38. 104. 

Cassiodorus, 10. 

Cavalicre, Emilio del, 11^. 

Cavalli, 67. 

Cembalo, 125. 

Chamber-eantata, 109. 

Chamber-muaie style, Mk 

ultamperoD, 7S. 

Chailemaj^e, 33. 

Cherubini, 90. 

Chinese, mugie-iyBtem of thi^ t, 

Chopin, Frid*rie, 152. 

Chorus, ori^n of the, 04. 

ir 
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Clinimatie eleineiit in murie, the, M. 

Cbureh-inusia, 109. — in tho ISOi cen- 
tury, 72. — at Hambuig, W. 

Clariuet, 132. 

Classic, Classical, 59. 

ClaTioembnlo, 125. 

CbiichoTd, 125. 120. 

Clement of Alexandria forbid* du 
chromatic tone-seriei, 1ft. 

Clementi, Muiio, 153. 

Complete system of ancient Greek mn- 
iio, 18. 

Coiaposer, function of the, intheMiddle 
Age, and in Luther's time, 58. 

Confririe de la Passion, 105. 

Coi^egnlional singing, forbidden by 
the Council of Laodicea, 20. — prcv- 
moted by Luther, 56. 

Conserratoire de musique, etc., of Pa- 
ris, 90. 

Contest of singers at theTVartburg, 42, 

Contrabasao, 132. 

Contrapuato a raente, 41. 

Corelli, 135. 154. 

Cornet, 132. 

CouncU of Laodicea forbids eongrega- 
tdonal singing, 20. 

Council of Trent on chureh-muaio, U, 

Counterpoint, 37. 47. SO. 

Couperin, Francois, 137. 

Cousser (Eusser), 96. 

Cramer, J. B., 1d3. 

Cristofali (Chiistofori), 128. 

Cross-flute (Flauto trav«rso), 133. 

Crotta, 131. 

Crusadea, the, influence of on Wes- 
tern musical eultoie and poetry, 40, 

Cuuoui, 71. 

Cyclical instrumental forms, 135. 

Cyprian de Rore, 64. 

Ciemy, Carl, 153. 

Dance, the, originally accompanied to- 

eally, 133. 
Dance of Death (BanseMaeabra)) m 
Dante, 63. 
Dauvergne, 84, 
David, Ferdinand, ISS, 
de BSriot, .55. 
Diaphony, 28. 
Diruta. Oirolamo, 134. 
Discsnt, 37. 45. 



Dissonance, 51. 06. 

Ditteradort C. D. TOn, l(Ni 

Doles, 120. 

Donizetti, 73. 

Doric tetraehord, 17. 

Dom, Heinrich, 160. 

Double choir, origin of dio, M. 

DovUnd, John, 117. 

Dramatic music, influenced byltoDUQ* 

ticism, 146. — of Mendelssohn and 

Schumann, 150, 
Dufay, Guillaume, 41. 
Dulcimer, 12S. 
Uuni, S5. 
Dunstable, 116. 
Durante, Francesco, 7«. IS. 

Earliest Christian tdmes, mnue of tiwi 

15. 
E^at-Indians, their musie-tiieoiy, t. 
Eccard, Johannes, 110. 
Ecclesiastical Modes, 31, 
Eginbard, 23. 
Egyptians, the, 4. t. 
Ekkehard, 24. 

Elizabeth, Queen of En^nd, 111 
EagUnd, musical position of in tha 

Middle age, 115. 
Enharmonic tone-genua, 20. 
Equal temperament, 82. 
Equilibrium in ancient-tiroes betwoM 

tone and speech, abolished through 

Euripides, 10. 
Esthetics, 139. 

Faburden (Faux-bonrdon), 46, 

Fagotto, 132. 

Festival-play at Bayreutl^ 173. 

Fiddle, 131. 

Fides, 131. 

Fidula, 131. 

Field, John, 154. 

Fifths, parallel, sarli«st prohlbitioM 

of, 37. 
Figella, 131. 
Figured bass, 109. 
Flauto traverse (Cross-fluta), 133. 
Flute, 133. 132. 133. 
Flllte h beo (Beak-flute), 133. 
Folk-song IVolkalied}, 45, 49. 56. 130, 

142. 
Fools' FestiTal (All FooV day), lOS. 
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Fukel oppoies Gluel, b9. 
Foim of the Soarlatti oTerture, 69 {note). 
Foor-Toioed toobI musio, eailiert ex- 
ample of, 46. 
Franco of Cologne, 36. 3fL 
Franz, Robert^ 145, 
FieDch opera, 75. 
Frescobaldi, Oirolamo, 134. IS4. 
Froberger, 124. 
Fu^e, 48. 
Fux, Johann Joeepb, 70. 

Gabriell, Andrea, 66. 

Oabrieli, CKoranni, 66. 134 

Gafor, Francliiiiug, 46. 

Galilei, VincenEO, 61. 

Garman idealism, 137. 

German Opera, 92. 148. 

Germany, first opeTa-performanee in, 

B2. 
Germanj, Italian opera in, 10. 
Oesualdo, Carlo, 68. 
Gibbons, Orlando, 117. 
Gluok, Clirigtopher ton, U. t7. M. 
Gludutes and Piccinltei, S7. 
GoBsee, 90. 

Goudimel, Claudto, 59. 
Graun, Carl Heinricb, 71. 130. 
Greek muaie-SfStem, 17, 
Greek tragedy, origin of, Ti 
Greeks, muaie et tlie, 7. 
Gregorian cbant, 2S. 
Gregorian tones, 31. 
Gregory the Great, 30. 
Gritry, 85. 
Guameri, 132. 
Uuido d'Areuo, 32. 
Uuidonian Hand, 34. 

Haendel (Handel), a F.. 70, 96. US. 

113. 115. 117. 
Hambui^, church muaig at, 94. — 

German opera at, 93. 96. 
Hand, the Guidonian, 34. 
Harmony, ancient meaning ol^ 39. 
Harpnehord, 12&. 
Hasler, Hans Leo, tlO, 
Basse, Faustina, 71. 
Huse, Johann Adolph, TO. 71. 130^ 
Haydn, Joseph, 98. 
Hebenatreit, Pantaleon, 12B. 
Hers, Henri, 154. 



Hexaehord system, 34. 

Hilary, Pope, 20. 

HiUer, Johoun Adam, 98. 130, 

Homophonio style of pianoforte plaf- 

bg, 136. 
Huebftld (Uhttldusl, 28. 
Hummel, Johami Nepomuk, 153. 
Hyporchema, 133. 

Idealism, German, as affecting German 

instrumental music, 13T, 
"Improperia" 'Reproaoheg), 59. 
Instrumental forms, cyclical, 135, 
Instrumental music, II. 122. 
Instrumental style, 133. 
Instruments with keys and bom, itX 
InTention of the pianoforte, 129. 
Invention of music- printing, SI, 
Ionian Scale, 19. 
Italian opera, 63. TO. 
Jewish musical culture, 0> 
Johannes de Muiis, 37, 
Jomelli, 72. 
Jongleurs, 41. 
Josquin des Viba, M. 

Kalkhrenner, 154. 
Kant, Immannel, 13S. 
Kauer, Ferdinand, 100. 
Eayaer, Obristoph, 99. 
Eeiser, Beinhard, 94. 90. US, 
Key, idea of, in antiquity, i. 
King of the Tiolins, 45. 
Kreutser, 155. 
Eulmau, Johann, 136. 
Kullak, Theodor, 153. 
Kusser (Cousser), 90, 

Lacombe, 154. 

Laodicea, Council of, 30; 

Lassus (Lasso], Orlando, 110, 

Laudi spirituali, 107. 

Leibnits, 138. 

Leipsic, German opera at, Mk 

Leo, Leonardo, 70. 

Lied ohne Worte, ISO. 

Lirat, Frani, 151. 153. 164. 

Lotti. 109. 

Lnlli, Giovanni Battista, 7iL 

Late, 129. 

Luther, Martin, S4. 50. 
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Lyijifln tetraehord. 17. 
Lyric poetry. It. 14S. 

Hadrigal, 60. 68. 

Manelli, ST. 

Mareello, Beoedetto, 109. 

Marchand, Louis, 127. 

Maichenua of Fadua, 37. 

Marenzio, Luca, 60, 

Marius, 129. 

Marscbner, Heinrich, 147. 

Marseillaiae, La, 90. 

Maitia, Vinceazo, 72. 

Master- Bingeni, 42, 

Master-soQp, German, end of. 44. 

Mattheaon, 94. 112. 127. 

MaiaTin, CarSioal, 76. 

Medieral notation of mensuial musk, 

36. 
Mehul, 90. 
Mendelasohn-Bartholdy, Felix, 130. 

145. 149. 
Merulo, Claudio, 124. HI 
Meyerbeer, 91. 163. 
Minnegesang; (Miunsaong), 4S. 
Miuneainger, 42. 
Minatreli (Jongleura), 41. 
Minuet, 137. 
Missa Fapee Matoelli, 59. 
Mixtures (organ), 124. 
Mode, 21. 

Modes, eccleBia.BtJDal, 21, 
Modes, the ancient, reduced to two, M. 
Manochord, 125. 
Monody, iirst appearanes of, 61. 
MoDsJguy, 85. 

MontBTcrde, Claudio, 66. ISI. 
Monies, 101. 
Morlaechi, 148. 
Morley, Thomas, 117. 
Moacheles, Ignan, 154. 
Moiart, 97. 99. 100. 140. 153. 
Milller, Wensel, 100. 
Muier, Bernhard, 124. 
Music, dramatic, 146. 
Music of the early Chriatiana, li. 
Music of tlie Greeks, 7. 
Musical culture, Jewish, 6. 
Musical derelopmcDt of the Egyp- 

Musical elements of speech, •. 
Musical temperatnent, 65. 



HuRie-Dotation, Hucbald'i attempt*^ 

reform of, 31. 
Music-notstion, improved by Guido 

d'Areuo, 32. 
Muaic'System of the Chinese, 3. 
MuaiB-gystcm of the Greeki, 17. 
Music-printing, 51. 
Music-theory, 64. 83. 

ITeri, FiUppo, 107. 

Nero, Roman emperor, 13. 

Netherlandeis, musical sovereignty of 

the, 40. 
Netherlandic counterpoint, 48. 
Neumes, 31. 
Northern nations, as cultivators of 

instrumental muaic, 27. 
Notation, 31. 32. 
Notkers, the two, 24. 

Ohoe, 133. 

OoVenhpi'm. 49. 

0(iii>Tfr-s[>iieiM, 17. 

Octave-species, reduced to two, lii 

Olympus, 4. 

Onomato-poetic words, 9, 

Opera, beginnings of, 62. 

Opera, French, 75. 

Opera-aeadermes, 78. 

Op^ra-Comique, 84. 

Opera, German, 96. I4S. 

Opera-house, the first, 67. 

Opera, Italian, 63. 70. 

Operetta (Song-play, Singspiel), 97. 

Oratorio, 104, 101—110. 115. 

Oratorio-chorus, 119. 

Orchestral symphony, 69. 137. 131^ 

Organ, 123. 

Organating lars organandi), 26. 4S. 

O^anum, 28. 29. 30. 

Organ-pedals, 124. 

Origin of acale-names, m, S», Mi, 

etc., 32. 
Ottaviano dei Fetrucci, 51. 
Overture, Scarlatti's, 69 (nof*). 

Paobelbel, 124. 

Fdsiello, 72. 

Falestrina (Pier Lu^] 58. 60. 107. 

Pan's pipes, 122. 

Parallel octaves and fifths, 57. 

Paris Conservatory, 90. 
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